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century	 after	 the	 outbreak	 of	 World	 War	 I,	 revealed	 to	 me	 the	 incredible	 power	 of	
literature,	 triggering	 tears	 from	 my	 colleague	 and	 shocking	 and	 awing	 an	 entire	
schoolyard	of	Dutch	teenagers	into	stunned	silence.	This	is	the	power	of	poetry,	scribbled	
onto	a	piece	of	paper	by	a	British	pupil	and	arriving	via	balloon	from	the	country	so	deeply	













perilous	 journey.	 With	 no	 exact	 outcome	 or	 trajectory,	 there	 was	 small	 chance	 of	 it	
successfully	landing	in	the	hands	of	any	reader,	let	alone	an	overseas	one.	Little	could	the	








when	 they	occur	 and	 seek	ways	 to	 embed	both	 the	 event	 (balloon)	 and	 the	 literature	
(Binyon’s	poem)	 in	 their	curricula.	Yet	 it	 is	my	academic	reader	who	will	also	want	 to	
understand	how	this	is	done,	how	urgent	issues	such	as	the	topic	of	war	can	be	addressed	
in	 the	 classroom	 in	 an	 innovative	 way.	 At	 various	 points	 in	 my	 research	 this	 will	
necessitate	me	to	be	a	literary	historian,	an	educational	theorist,	and	a	teacher	at	the	same	
time.	Donning	these	three	roles	it	will	instantly	become	clear	to	my	academic	reader	upon	
perusing	my	dissertation	 that	 the	 tone	 and	 subject	matter	 of	 this	 book	 are,	 therefore,	











the	product	of	 a	 teacher	 researcher.	 I	 acknowledge	my	personal	 style	 is	unusual	 for	a	
dissertation,	yet	I	believe	it	is	necessary,	tapping	into	my	knowledge	and	experience	as	a	
teacher	 and	 bringing	 it	 to	 benefit	 academic	 lacunae	 on	 this	 front,	 proposing	 how	 the	
literature	curriculum	ought	to	be	renewed	at	Dutch	secondary	schools	and	beyond.	







required	 of	 modern	 language	 and	 literature	 teachers	 in	 the	 Netherlands.	 However,	 a	
different,	more	creative	design	of	the	(language)	curriculum	is	needed	urgently,	to	rise	up	
to	 the	 increasing	 demands	 upon	 education,	 and	 the	 challenge	 of	 involving	 society’s	
pressing	issues	of	citizenship	at	schools,	and	part	of	the	general	curricular	overhaul	in	the	


























of	my	 journey	 in	 this	 book	 could,	 logically,	 never	 have	been	 achieved	without	 several	
generations	of	students,	several	of	whom	feature	prominently	in	this	book.	All	pupils	have	











‘magic	 moments.’	 To	 those	 many	 pupils	 who	 allowed	 themselves	 to	 succumb	 to	 the	
‘insidious	disease’	 (Hislop,	Brown,	 and	Beaver	2009,	 45)	 that	 once	 swept	 through	 the	
ranks	of	 the	British	 army,	writing	war	poetry,	 ‘Brenda,’	 ‘Anthonia,’	 ‘Ingeborg,’	 and	 the	
many	generations	like	them.	To	‘Hendrik,	‘Margje’	and	all	of	you	daring	to	venture	outside	























limelight;	 Lucelle,	 Jan-Willem,	 Daisy,	 Rogier,	 Marjolein,	 Joke,	 Conrad,	 Mathijs,	 Jan,	
Susanne,	Diederick,	Dirk	and	most	of	all	Jasper,	Tingue,	Christa	and	Mattijs.	I	name	but	a	
few	here,	but	to	all	of	you,	I	salute	you	and	stand	in	awe.	To	those	in	education	I	had	the	
great	 luck	 of	meeting	 and	who	had	 the	 grace	 to	 teach	me	 about	 leading	 teachers	 and	
teaching	 an	 army,	 like	 Annet	 Kil-Albersen.	 To	 those	 who	 lead	 and	 safeguard	 the	
community	of	schools,	like	Peter	Snoek,	whose	trust	in	teachers	is	unflinching	and	whose	
care	 for	 our	 school	 is	 boundless.	 To	 those	who	 inspire	 teachers	 to	 come	 out	 of	 their	
classrooms	and	into	the	lime-light,	of	science,	of	politics,	of	society	and	claim	their	rightful	
spot	 behind	 educational	 policy’s	 steering	 wheels,	 like	 Lian	 Pattje,	 Fred	 Santing,	 Bert	




































and	Michiel,	 for	 letting	me	choose	you	 to	 share	all	of	 life’s	battles	with	ever	 since	our	
teenage	days,	as	we	continue	our	march	together.	Thanks	to	Raoul	and	his	Marlies,	for	
being	a	sister	to	me	and	our	soldiering	gentleman	friends.	This	book	I	dedicate	to	teachers,	
and	 in	 doing	 so	 I	 dedicate	 it	 to	my	 parents,	 and	 the	 near	 century	 of	 shared	 teaching	
between	them.	Thank	you,	mum	and	dad,	for	raising	us	and	teaching	them.		
	 Yet	most	pressing	of	all	I	dedicate	this	book	to	the	look	of	recognition	in	the	eyes	



















































































Moreover,	 I	 was	 in	 a	 unique	 position	 to	 do	 something	 about	 it,	 having	 been	
awarded	a	Ph.D.	grant	 for	 teachers	 from	the	Dutch	Ministry	of	Education.	My	research	













of	 the	 Somme,	 Verdun	 and	 Ypres.	 Sadly,	 many	 guns	 have	 been	 fired	 since,	 on	 the	






occasional	 interruption	 of	 a	 normality	we	 call	 peace’	 as	 Samuel	 Hynes	 claims,	 ‘it	 is	 a	
climate	in	which	we	live’	(1998,	xii).	Small	wonder	that	commemorative	dates	cross	our	
collective	 Western	 calendar	 in	 a	 mishmash	 of	 events.	 Longstanding	 events	 such	 as	















poetry	 publications,	 (reissued)	 novels,	 films,	 documentaries,	 museal	 exhibitions	 and	







For	 generations	 of	 schoolchildren,	 Ypres	 and	 the	 Somme	 have	 been	 household	
names,	much	like	World	War	II’s	D-Day.	The	legacy	of	these	battles	has	been	passed	on	
via	 the	narratives	 that	 sprung	 from	 them,	 in	 all	 their	possible	historical,	 physical,	 and	





present	 (and	 future)	 in	 sociocultural	 contexts’	 (Erll	 2011,	 7).	 What	 follows	 is	 a	 vital	
question:	who	is	now	passing	on	the	eyewitness	accounts	and	experiences,	the	narratives	
of	(this)	war,	and	adding	them	to	our	collective	cultural	memory?	More	specifically,	what	
are	 the	 popular	 choices	 and	who	makes	 them,	 and	 in	what	 form	 (poetry,	 prose,	 film,	
blog?).	The	answers	to	these	urgent	questions	are	the	starting	point	of	my	research.	For	











a	 ‘cultural	 energy	 store.’	 Moreover,	 ‘pathos	 formulas,’	 Christopher	 D.	 Johnson	 argues,	
‘help	us	to	see	backward	and	forward	 in	time’	(2012,	18).	War	poets	such	as	Siegfried	
Sassoon	(1886-1967)	and	Wilfred	Owen	(1893-1918)	are	at	the	heart	of	the	canon	and	





the	 classroom,	 they	 simultaneously	 flash	 forward	 in	 time	 as	 a	 metaphor	 for	 current	
experiences	of	war.	Using	Warburg’s	theory,	this	book	will	examine	how	teachers	might	












specific	 set	 of	 First	World	War	 narratives	 for	 almost	 a	 decade?	 This	 is	 why	 the	 first	
tentative	steps	in	this	book	mostly	involve	the	work	of	the	literary	historian.	I	will	analyse	













or	 first	 level	 teacher	 in	 the	 Netherlands	 is	 by	 law	 both	 an	 MA-qualified	 educational	
theorist	 and	 MA-qualified	 in	 their	 field	 of	 teaching,	 in	 my	 case	 English	 language	 and	
literature.	Without	these	qualifications,	 I	would	not	be	allowed	to	teach	the	exam	year	
upper	 level	 ‘Havo’	 and	 ‘Vwo’	 pupils	 at	 secondary	 school	 in	 this	 country. 10 	Both	 the	
academic	skills	of	the	literary	historian	and	the	educational	theorist	converge	in	my	daily	
practice	of	 teaching.	They	are,	 to	me,	 a	 symbiosis	 in	my	profession	which	my	 (Dutch)	
teacher-reader	 will	 recognize.	 Yet	 for	 those	 readers	 outside	 of	 (Dutch)	 secondary	
education,	begging	their	patience,	I	will	strive	to	separate	the	three	different	roles	which	





“We…are…at…war.”	 Back	 in	 the	 classroom	 I	 realise	 that	 the	 shock	 of	 my	 opening	
statement	has	awed	my	class	of	Dutch	sixth-form	students	into	total	silence.	Their	‘Vwo’	
exam	 is	 the	 only	 in	 Dutch	 secondary	 education	 the	 passing	 of	which	will	 allow	 them	
university	entry,	and	with	just	two	fifty-minute	lessons	per	week	in	a	class	of	more	than	
thirty	 students,	 I	 have	no	 time	 to	 lose.	The	 statement	 to	 them	 feels	 like	 an	untruth,	 it	
upsets	them:	they	cease	their	whispers	and	are	all	ears.	Behind	me,	the	beamer	shows	
photographs	of	 the	MH17	pieced	together	 in	a	Dutch	hangar,	and	a	Dutch	F-16	 fighter	
aircraft	taking	off	to	contribute	to	a	US-led	coalition	bombing	Islamic	State	targets	in	Syria	
and	Iraq.	As	I	let	the	visual	confrontation	with	Dutch	war(s)	in	the	air	sink	in,	I	hand	out	
two	poems	written	 by	 former	 Poet	 Laureates,	Dutch	Anne	Vegter	 (1958-)	 and	British	
Carol	Ann	Duffy	(1955-).	I	explain	that	Duffy	wrote	her	poem,	‘Last	Post,’	as	a	response	to	
the	death	of	Harry	Patch,	 the	 last	 living	British	veteran	of	 the	Great	War.	Meanwhile,	 I	
	 21	
confront	 them	 with	 the	 present	 ‘memory	 boom,’	 introduce	 Huyssen’s	 theory	 and	 its	
academic,	political	and	social	 implications.	 ‘And	while	you	were	tanning	yourselves	on	
Europe’s	 beaches,’	 I	 add,	 ‘the	 newspapers	 you	 carelessly	 browsed	 through	were	 filled	
with	specials	on	the	First	World	War	centenary	and	images	of	the	MH17	disaster.’	






























they	 would	 ‘trigger	 memory,’	 quoting	 Warburg,	 thus	 empowered	 beyond	 their	 form,	
releasing	their	energy	into	the	21st-century	classroom.	Having	made	our	first	steps	in	a	
war	 poetry	 curriculum,	 I	 followed	 this	 up	 by	 carefully	 engaging	my	 pupils	with	 some	































narrative	 to	a	 fixed	point	of	peace	before	 the	battle,	 the	effect	on	the	characters	 in	 the	
poem,	British	soldiers	and	the	poet	(soldier)	in	their	midst,	is	twofold.	Firstly,	thus	fixed	
in	time	forever	the	soldiers	may	live	and	dream	of	their	future	lives.	Secondly,	the	poet	in	
the	 poem	 can	 ‘tuck	 away	 his	 pocket-book	 and	 smile,’	 for	 poetry	 is	 not	 needed	 now,	















specific	characteristics,	war	 literature	revolves	around	similar	 tropes	of	 ‘epistemology,	




Moreover,	 if	 my	 first	 steps	 building	my	 new	war	 literature	 curriculum	 proved	
successful,	I	could	broaden	my	scope	and	venture	to	develop	varying	topics	to	a	set	of	war	
literature	curricula	for	different	school	levels,	featuring	different	conflicts.	The	qualitative	
choice	 to	 do	 so	 is	 purposeful	 and	 supersedes	 the	 benefits	 of	 a	 quantitative	 approach.	
Besides	 enabling	my	 teacher-reader	 to	 pick	 and	 choose	 from	 the	 plethora	 of	 literary	
interventions	that	I	present	in	this	book	for	their	own	benefit	in	the	classroom,	I	hope	to	





telling	 the	 story	 backwards,	 ‘Last	 Post’	 does	 not	 tell	 the	 story	 that	 Owen’s	 ‘Dulce	 et	
Decorum	Est’	does:	a	graphic	account	of	a	soldier’s	slow	death	as	a	result	of	a	gas	attack	
in	the	trenches	of	the	Western	Front.	In	‘Last	Post’	the	attack	never	happens,	and	by	not	
writing	 about	 war	 Duffy’s	 soldiers	 are	 ‘released	 from	 History.’ 12 	This	 deliberate	
‘circumventing	[of]	the	direct	depiction	of	conflict,’	Kate	McLoughlin	argues,	is	a	‘literary	
means	 of	 intentional	 avoidance,’	which	 she	 defines	 as	 a	 ‘diversion’	 (2011,	 139).	Duffy	
makes	clever	use	of	such	a	‘diversion,’	creating	space	for	an	alternate	reality,	a	‘million	
lives	still	possible,’	and	thus	indirectly	accentuating	the	huge	losses	of	the	war:	millions	
of	 lives	of	 the	soldiers	 ‘crammed	with	 love,	work’	and	their	potential	 ‘children’.13	I	will	
return	to	McLoughlin’s	tropes	of	war	throughout	this	book	and	show	where	and	when	the	
technicalities	 of	 her	 tropes	might	 benefit	 teaching	my	pupils	war	 literature.	 I	will	 use	

























































tone,	 calling	 it	 a	 ‘childish’	 and	 ‘aggressive’	 poem,	 with	 ‘simplistic	 metre	 and	 rhyme	











events	 of	 conflict.	 I	 was	 convinced	 I	 was	 on	 the	 right	 path.	 The	 newly	 awakened	
engagement	of	my	pupils	with	current	conflict	and	the	poetry	that	sprung	from	it	had	a	
positive	effect	on	the	way	pupils	engaged	with	First	World	War	poems.	Acting	without	





















schools	 that	 they	 solve	 ‘all	 their	 children’s	 problems.’ 18 	Politics,	 and	 its	 Ministry	 of	
Education,	 is	ardent	 in	 its	demand	 for	 teachers	 to	shed	 their	anxiousness	and	address	
difficult	 subjects	 such	 as	 Holocaust,	 trauma	 and	 war	 in	 their	 classrooms,	 as	 well	 as	
detecting	radicalism	at	an	early	stage.	Science,	in	this	case	literary	historians,	is	critical	of	
the	way	 teachers	 supposedly	enforce	stereotypes	or	even	myths	of	war,	by	 teaching	a	




how	 to	 achieve	 all	 this	 (ibid.)	 For	 any	 first	 step	 to	 solving	 any	 societal,	 political	 and	
scientific	 issues	myself,	without	neglecting	my	core	 tasks	of	 teaching	my	Dutch	pupils	
English,	will	involve	risk.	My	tentative	step	addressing	the	trauma	of	flight	MH17	and	the	








commemoration.19	Thus	 the	representations	of	memory	and	those	 that	create	 them,	 in	
this	particular	case	war	poems	and	their	poets,	have	played	and	still	play	a	monumental	
role	 in	defining	our	memory	of	war,	 present	 and	past.	 ‘Education	only	works	 through	

















move	 beyond	 a	 tradition	 or	 even	 groove	 of	 teaching	 war	 poetry.	 By	 exploring	 the	
multimodal	possibilities	literary	and	non-literary	texts	of	the	war	that	followed	the	Great	







‘Attempts	 to	 separate	 individual	 memory,	 tradition,	 history	 or	 fiction	 from	 memory,’	




each	other	 through	an	average	pupil’s	daily	 rota.	As	 the	examples	 from	 the	 classroom	
above	have	shown,	from	the	individual	door	of	every	student,	to	the	collective	door	of	the	
school,	memory,	whether	it	is	personal,	cultural	or	social,	converges	at	school.	Teaching	
language	 and	 literature	 is,	 therefore,	 an	 integral	 part	 of	 memory	 culture,	 ‘all	 those	
	 29	
processes	 of	 a	 biological,	medial,	 or	 social	 nature	which	 relate	 past	 and	 present	 (and	
future)	in	sociocultural	contexts’	(ibid.)	It	is	at	schools	that	these	processes	unite.		
Schools	are	the	last	bastions	of	shared	cultural	experience	in	the	world.	There	is	

















































the	 World	 War	 I	 themed	 production	 War	 Horse	 (Elliot	 2014)	 transferred	 to	 the	
Netherlands,	screenings	of	World	War	I	films	such	as	Paths	of	Glory	(Kubrick	1957)	were	











west	 of	 Flanders	 are,	more	 surprisingly,	 the	Dutch.25	And	 the	majority	 of	 these	Dutch	
visits	are	school	related.	At	the	start	of	the	centenary,	I	had	already	taken	a	decade’s	worth	



















of	memory’	 and	 ‘sites	of	mourning’	 as	 Jay	Winter	 (1995)	 calls	 them,	or	 ‘dark	 tourism’	
quoting	 Lennon	 and	 Foley	 (2010),	 is	 no	 surprise.	 Against	 the	 background	 of	 unstable	
modern	geo-political	landscapes,	which	in	turn	have	had	a	destabilising	effect	on	Western	




driven	 curriculum,	 in	 which	 teachers	 address	 these	 concerns,	 is	 challenging,	 yet	 the	
importance	of	 the	 landscapes	of	war	and	memorial	 events,	 combined	with	 its	 cultural	
output	in	the	form	of	narratives,	may	be	used	to	achieve	this.	In	this	respect,	the	Dutch	
play	a	singular	role	in	teaching	British	First	World	War	writing.	Despite	the	Netherlands’	
neutrality	 during	 World	 War	 I	 and	 its	 ensuing	 scarcity	 of	 cultural	 output,	 the	 Dutch	
speaking	and	writing	part	of	Belgium,	namely	Flanders,	does	have	a	collective	memory	of	
the	 First	World	War.	What	 follows	 is	 that	 Flanders’	 cultural	 output	 of	World	War	 I	 is	












than	 other	 nations	 because	 they	 share	 the	 same	 language,	 multiple	 bridges	 between	
English-speaking	 countries	 such	 as	 the	 UK	 and	 the	 Netherlands	 are	 being	 built	 and	
crossed	at	the	time	of	writing.	In	2014,	English	language	and	literature	was	promoted	to	
a	 so-called	 ‘core-subject’	 (kernvak)	 by	 the	 Dutch	 Ministry	 of	 Education,	 one	 of	 three	
subjects	besides	Dutch	and	Maths	that	are	thus	foregrounded.26	Besides	which,	current	
trends	in	Dutch	educational	innovation	point	to	recommendations	which	include	teaching	
children	 English	 from	 a	 very	 young	 age,	 at	 primary	 school.27	With	 the	 crossing	 of	 the	
language	 barrier	 this	means	 that,	 inevitably,	 culture	 crosses	 along	with	 it.28	Thus	 the	






















a	school	visit	 to	 the	 Iraqi,	Afghanistan	and	Syrian	battlefields,	nor	 the	 Israeli-Palestine	
conflict	 zone.	 This	 necessitates	 the	 search	 for	 a	 battlefield	 as	 a	 metaphor	 for	 all	





Involving	 teachers	 in	 their	 design,	 according	 to	 Schleicher,	 is	 essential.	 He	 bases	 his	




the	substance	of	 the	curriculum	being	 taught,	 it	 is	 significant	 that	he	underscores	 that	
teachers	serve	as	moral	agents,	deploying	a	moral,	pedagogical	craft	(ibid.).	My	research	
is	an	integral	part	of	this	development,	and	this	book	the	result	of	these	efforts.		
Therefore,	 in	 the	 wake	 of	 what	 Huyssen	 (1995)	 writes	 is	 ‘society’s	 need	 for	
temporal	 anchoring,’	 this	 book	 will	 offer	 much	 needed	 anchors.	 Yet	 teaching	 war	
narratives	still	allows	a	multiplicity	and	freedom	of	interpretation,	let	alone	effect.	Within	







































too	 easy	 a	 way	 of	 covering	 the	 subject	 and	 “luxuriated	 in	 the	 horror”	 rather	 than	
addressing	the	important	issues’	(Woolcock	2014).	Both	political	journalists	Shipman	and	
Paxman	 added	 fuel	 to	 the	 fire	 of	 a	 controversy	 which	 has	 since	 become	 known	 as	
‘Goveadder’	 (Mitchell	 2014).	 Teachers	 of	 English	 and	 History	 have	 set	 the	 poetry	 of	
canonical	war	poets	such	as	Owen	and	Sassoon,	and	specifically,	more	recent	narratives	
such	as	Blackadder	on	their	curricula	for	decades,	and	have	thus,	they	argue,	defined	the	






supposed	 pacifist	 readings	 of	 war	 poetry	 which	 the	 former	 Secretary	 of	 State	 for	
Education,	Michael	Gove,	rallies	against.			
The	political	critique	still	confirms	literature	is	central	to	preserving	the	memory	












teachers	 who	 place	 these	 canonical	 narratives	 of	 World	 War	 I	 at	 the	 centre	 of	 their	
curricula.	 At	 the	 heart	 of	 this	 lies	 one	 of	 the	most	 contentious	 issues	 of	mankind:	 the	
validity	of	war.	This	is	a	debate	which,	as	far	as	the	Great	War	is	concerned,	‘began	before	
the	 first	 shot	was	 fired	 and	 has	 been	 running	 ever	 since.	 It	 has	 spawned	 a	 historical	
literature	 of	 unparalleled	 size,	 sophistication	 and	moral	 intensity’	 (Christopher	 Clarke	
2012,	 xiii).	 At	 the	 start	 of	 the	 centenary	 commemorations	 of	World	War	 I,	 its	 validity	
continues	to	be	a	hotly	debated	issue,	which	former	Secretary	of	State	for	Education	Gove	
strove	to	manipulate	when	 its	memorialisation	was	at	hand.	 I	have	shown	how	 ‘policy	
makers’	and	‘politicians’	want	education	to	be	‘strong,	secure,	and	predictable.’	In	short,	
they	 want	 it	 ‘risk	 free	 at	 all	 levels’	 (Biesta	 2013,	 1).	 For	 the	 force	 fields	 outside	 of	










new	wars.	As	Gove	(2014)	himself	 reasons,	a	 true	understanding	of	Britain’s	past	 ‘has	
never	been	needed	more’	in	the	face	of	‘great	power	rivalry’	and	‘migrant	populations	on	
the	 move’	 in	 a	 dangerous	 cocktail	 with	 ‘a	 fragile	 confidence	 in	 political	 elites.’	 As	
government	minister,	 he	 was	 contributing	 to	 establishing	 British	 stability	 as	 a	 global	
power,	especially	in	the	continuing	wake	of	British	contribution	to	conflict	zones	such	as	
the	 War	 in	 Afghanistan.	 The	 ‘Goveadder’	 controversy	 shows	 the	 political	 aspect	 of	



















way	 of	 teaching	 about	 the	 Great	War	 and	 argue	 implicitly	 for	 its	 validity	 as	 a	 tool	 to	
remember	World	War	I.			
	 38	




the	Western	 Front,’	which	 has	 ‘made	 a	 lasting	 version	 of	 history	 as	well	 as	 a	writer’s	
world,	reaching	beyond	literary	achievement	to	a	national	myth’	(Egremont	2013,	xi).	It	
is	precisely	this	presumed	mythmaking,	which	is	under	fire	from	a	British	government	






























showing	 only	 the	 critical,	 anti-war	 side	 of	 the	 canonical	 poets,	 although	 their	 feelings	
towards	war	were	not	 as	 straightforward	 as	 that.	 The	 life	 and	 oeuvre	 of	 a	 prominent	













important	myth	busting	 is	 done	by	pupils	 themselves.	 For,	 despite	 all	 the	wise	 poetic	
warnings	of	the	so-called	anti-war	verse	of	Sassoon	and	his	poem	‘Aftermath,’	some	of	my	
students	are	still	for	a	direct	military	confrontation	with	Russia	after	reading	it.	Of	course,	


















readership,	 whereas	 Natasja	 is	 not	 (Sassoon	 1983b,	 77).	 Pupils	 are	 attracted	 to	 my	
Ukrainian	pupil	and	Sassoon’s	stories	because	they	seem	salient	and	authentic.	Whether	
this	implies	these	stories	have	the	power	to	sway	their	views	remains	open	to	debate.	Will	
students	 side	 with	 Sassoon’s	 supposed	 moral	 message	 or,	 when	 confronted	 with	 his	
biography,	his	dichotic	character	and	Yates’s	research,	will	they	realize	that	these	authors	
were	 killers	 themselves,	 and	 part	 of	 what	 James	 Campbell	 (1999,	 204)	 calls	 a	 male	
‘initiated	elite’?	This	will	engage	students,	confronting	them	with	war	poetry	and	how	it	








to	 the	 debate.	 Although	 the	 relationship	 between	 education	 and	 politics	 in	 general	 is	




a	 corner	 of	 dissent	 against	what	 he	 presumes	 is	 ‘Left-wing’	 teaching.	 In	 other	words,	
reiterating	Andreas	Schleicher,	trusting	teachers	is	the	way	forward	to	reforms	within	the	
educational	 system,	 integrating	 teachers	 in	 its	design.	This	process	demands	a	 further	
development	of	teacher	professionalism,	at	the	heart	of	which,	according	to	Schleicher,	is	









namely	 that	 teachers	 experience	 a	 certain	 ‘embarrassment	 to	 act.’ 35 	Secondly,	
Bussemaker	asks	teachers	themselves	to	provide	solutions	for	this	problem,	to	seek	ways	
to	teach	war,	trauma	and	the	Holocaust	at	schools.	I	will	come	back	in	detail	to	this	call	to	
action	 by	 the	Dutch	Minister,	 because	 this	 book	 is,	 for	 a	 large	 part,	 an	 answer	 to	 her	
request.	The	critique	of	a	Secretary	of	State	for	Education	can	feel	like	a	directive	force	to	
teachers,	more	so	than	the	hot	breath	of	society’s	concerns.	Yet	politicians	like	Gove	and	
Bussemaker	 are	 sensitive	 to	 the	 power	 of	 literature,	 and	 both	 foreground	 the	 role	
education	plays,	albeit	each	for	their	own	reasons.	And	although	Gove’s	critique	focusses	
on	teaching	the	cultural	memory	of	World	War	I,	and	Bussemaker’s	appeal	to	teachers	
extends	 to	World	War	 II	 and	 the	 Holocaust,	 there	 is	 no	 reason	 why	 delving	 into	 the	
canonical	literature	of	these	wars	in	the	next	chapters,	should	not	extend	to	the	narrative	












have	 been	 studying	 our	 history	 books.’ 37 	Todman	 (2014,	 161-63)	 claimed	 that	 the	
‘priggish’	Owen	had	become	‘a	remarkable	symbol	of	the	modern	myths	of	the	war,’	which	
he	 argued	had	been	propagated	by	 teachers	 in	 schools	 for	 decades.	 For,	 ‘with	Owen’s	
poems	used	in	the	teaching	of	both	English	and	History,	it	was	in	the	classroom	that	the	
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bulk	 of	 the	 population	 encountered	 them	 for	 the	 first	 time’	 (2014,	 166).	 Kendall	
responded	 somewhat	 vexedly,	 arguing	 that	 Todman	 ‘dwells	 on	 the	 extreme	 and	
occasionally	 foolish	 uses	 to	which	 Owen's	work	 has	 been	 put’	 in	 the	 classroom.	 This,	
surely,	Kendall	continues,	is	‘not	Owen's	fault,’	but	it	‘is	the	fault	of	the	[…]	teachers.’38	
This	 academic	 exchange	 reflects	 two	 important	 facts	 about	 current	 scientific	
debates	on	the	memory	of	war	and	in	this	example,	World	War	I	specifically.	Firstly,	 it	
shows	 how	 topical	 war	 literature	 is	 and	 how	 contentious	 is	 the	 issue	 of	 its	 use	 for	
historical	understanding	and	forming	cultural	memory.	Secondly,	it	illustrates	that	next	
to	society	and	politics,	 the	 force	 field	of	science	also	places	education	and	its	 teachers,	
those	 trained	 specialists	 on	memory,	 at	 the	 heart	 of	 their	 debate.	 Academics	 such	 as	
Todman	are	sensitive	to	and	critical	of	the	power	that	‘pathos	formula’	literature,	in	this	
case	the	canonical	war	poetry	of	Wilfred	Owen,	has	on	the	way	war	is	remembered,	in	this	
case	 the	 First	World	War.	 Todman	 comments	 scathingly	 that	 ‘relatively	 short	 poems	







debate	 to	education	and	 its	educators.	 In	other	words,	 ‘poetry	makes	nothing	happen’	
quoting	Auden	(2009,	89),	but	those	who	teach	it	do.		
Historians	 such	 as	 Todman	 argue	 that	World	War	 I	 poetry	 lessons	 learned	 at	
secondary	school	are	at	the	basis	of	a	so-called	historical	myth	about	the	First	World	War.	
And	literary	scholars	do	not	refute	this.	Not	only	does	this	raise	the	question	whether	my	






is	 experiential;	 war	 poetry,	 if	 it	 is	 to	 be	 any	 good,	 speaks	 from	 disillusionment,	 not	
patriotism;	war	poetry	is	meant	to	shock	the	complacent	public;	the	war	poets	have	some	
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kind	of	 shared	agenda’	 (Brearton	2007,	209).	At	 the	heart	of	Brearton’s	definition	 lies	
another,	long	standing	academic	debate.	In	his	book	The	Great	War	and	Modern	Memory	
(1975)	Paul	Fussell	argues	that	faced	with	a	new	set	of	experiences,	a	specific	group	of	








Scholars	unite	 in	 their	views	 that,	armed	with	 these	canonical	war	poets,	Sassoon	and	
Owen	amongst	them,	teachers	bear	great	responsibility	for	creating	and	upholding	a	myth	
about	war.	 Canonical	 poets	 such	 as	Wilfred	Owen	 and	 Siegfried	 Sassoon	have	 pushed	
away	other	representations,	historical	and	literary,	so	defining	cultural	memory	of	Britain	


































at	work	 here:	 ‘the	 eye-witness	 offers	 the	 epistemological	 guarantee	 you	 can	 believe	 it	
because	 I	 saw	it	happen.’	These	soldiers	had	what	 James	Campbell	(1999)	describes	as	




Graham	 (1984,	 24)	 warns.	 This	 is	 because	 it	 has	 become	 ‘normal	 for	 English	
schoolchildren	 to	 read	Owen	 and	 selected	 contemporaries	 in	 secondary	 school,’	Mark	




concern	 is	 that	 it	 will	 become	 devoid	 of	 its	 power	 and	 meaning,	 and	 prone	 to	











variety	of	 interventions	 in	 this	book	 I	hope	will	 act	 as	 anchors	 to	myself	 and	 teacher-
readers	who	face	the	same	challenges	and	have	chosen	to	battle	them.		
Back	in	the	classroom,	I	hand	out	Owen’s	‘Dulce	et	Decorum	Est.’	Like	bullets	spat	
at	 them	 from	a	war	and	age	 they	 leave	 their	mark	upon	 impact	 in	 the	 classroom.	The	
speaker	 of	 the	 poem’s	 harsh	 words	 seems	 to	 linger	 in	 class	 like	 the	 smell	 of	 gas,	
‘smothering	dreams;’	 ‘we	 flung	him;’	 ‘white	eyes	writhing;’	 ‘hanging	 face;’	 ‘sick	of	 sin;’	
‘blood	 gargling;’	 ‘froth-corrupted;’	 ‘cancer;’	 ‘cud’	 (Owen	 1990a,	 117).	 My	 pupils	 have	
dimly	heard	of	the	gas-attacks	in	Syria	and	Iraq.43	The	Dutch	are	involved	in	war	there,	as	











Consider	 the	 use	 of	 words	 such	 as	 ‘flares,’	 ‘fire,’	 the	 evocative	 ‘Gas,’	 and	 the	 rushed,	
nervous	 fitting	of	 the	 ‘clumsy	helmets;’	 these	 features	 are	not	unique	 to	World	War	 I.	




narratives.	 ‘Paradoxically,’	 she	 explains,	 ‘the	 massive	 scale	 of	 war	 finds	 its	 best	
communication	in	localized,	focused	images	recuperated	from	the	generality’	(2011,	72).	






the	 chapters	 in	 this	 book,	 and	 with	 conclusive	 detail	 in	 chapter	 five.	 Without	 having	
witnessed	it	themselves,	the	details	of	this	pathos	formula	war	poem,	with	its	power	to	
transcend	time	and	space,	allow	my	pupils	to	become	voyeurs	of	war.	It	is	the	details	of	
















war’	 message.	 Taught	 in	 the	 ‘traditional’	 way,	 Owen’s	 poetry	 is	 meant	 to	 ‘shock	 the	






















a	 reader	 as	 is	 his	 letter,	 especially	 to	 students.	 They	 come	 very	 near	 to	 the	 soldier-
speaker’s	age,	potentially	‘ardent	for	some	desperate	glory’	as	they	might	be	themselves	
(Owen	1990a,	117).	Looking	at	my	pupils	in	class,	reading	the	poem,	I	can	sense	a	measure	




















20th	 and	 21st-century	 wars	 reveal	 a	 similar	 contradictory	 relationship	 to	 warfare,	
whatever	their	form.	Examples	from	lessons	I	have	shown	might	present	a	way	beyond	
teaching	 a	 so-called	 ‘loss,	 anger	 and	 futility	 myth’	 (Galer	 2008,	 8).	 For	 starters,	 by	
establishing	 ties	between	 recent	war	poems	and	canonical	pathos	 formula	poetry	of	 a	
former	war.	By	showing	pupils	how	the	‘details’	of	war	lure	them	into	the	role	of	voyeur.	
And	by	adding	the	academic	critique	on	the	establishment	of	a	tradition	of	teaching	war	


































is	 fundamental	 to	 what	 many	 veterans	 try	 to	 come	 to	 terms	 with	 through	 the	 war	
narratives	they	create.	Humankind	harbours	a	dichotic	attitude	towards	combat.	Pupils	
and	 poets	 are	 no	 exception	 to	 that	 rule.	 In	 the	 words	 of	 Vietnam	 War	 veteran	 and	
memoirist	 Tim	 O’Brien	 (2015,	 77),	 ‘war	 is	 nasty;	 war	 is	 fun.	 War	 is	 thrilling;	 war	 is	
drudgery.	War	makes	you	a	man;	war	makes	you	dead.	The	truths	are	contradictory.’	As	I	
will	 show,	 the	 war	 narratives	 from	 subsequent	 20th	 and	 21st-century	 wars	 reveal	 a	
contradictory	relationship	to	warfare,	with	its	authors	but	also	with	its	readership.		
This	is	why	what	I	suggest	in	this	book	is	a	curriculum	which	‘reads	against	the	





has	 become	 the	 canonical	mill	with	which	 the	 grain	 is	 ground:	 these	 soldiers	 are	 the	
victims	 of	 war.	 What	 student	 readers	 might	 miss,	 and	 what	 my	 interventions	 in	 the	
classroom	 seek	 to	 foreground,	 is	 that	 these	 soldier	 stories	 are	 by	 definition	 also	 the	
narratives	 of	 the	 perpetrators.	 Andreas	 Schleicher’s	 (2016)	 call	 for	 value-driven	
education	 is	key	 to	 integrating	 the	aforementioned	concerns	 into	an	English	 literature	
curriculum	on	war	narratives,	designed	by	teachers	themselves.	Joining	his	plea,	it	is	vital	
that	 this	 design	 happens	 within	 existing	 disciplines.	 Instead	 of	 creating	 a	 separate	
secondary	school	discipline	from	this	need,	forcing	existing	subjects	to	cut	time,	current	
curricula	can	be	reshaped	in	such	a	way	that	they	accommodate	and	incorporate	the	force	






teach	 about	 war	 and	 the	 Holocaust,	 I	 felt	 it	 was	 essential	 to	 broaden	 my	 view.	 Kate	
McLoughlin	argues	that	‘while	all	wars	are	different	[…],	all	wars	have	certain	elements	in	
common’	 (2011,	 12).	 This	would	underscore	 the	 idea	 that	 by	 studying	 canonical	 First	
World	War	poetry,	a	pupil	gets	to	know	not	only	what	this	war	was	like,	but	all	wars,	even	
those	 in	 which	 they	 might	 one	 day	 fight	 themselves.	 These	 similarities,	 McLoughlin	
suggests,	surface	in	the	wide	variety	of	war	narratives	available.	At	the	same	time,	‘each	
war	 has	 its	 own	 poesis,	 its	 natural	 way	 (or	 ways)	 of	 being	 represented,’	 McLoughlin	
argues.	‘It	now	seems	evident,’	she	continues,’	that	the	First	World	War’s	natural	form	was	
the	lyric	poem,	that	the	Second	World	War’s	was	the	epic	novel,	that	the	Vietnam	War’s	
was	 the	 movie,	 that	 the	 Iraq	 Wars’	 may	 well	 turn	 out	 to	 be	 the	 blog’	 (2011,	 10).	









claims,	 is	 similarly	 central	 to	 United	 States’	 education?	 Furthermore,	 a	 shift	 from	 the	
poetic,	to	the	diary	and	into	film	would	allow	me	to	really	establish	versatile	literature	
curricula,	 their	multimodality	allowing	me	 to	broaden	my	creative	design	and	 test	my	
Dutch	pupils’	English	language	skills	in	its	full	width.	Whether	or	not	the	blog	will	turn	out	
to	be	 the	staple	 form	of	 the	 Iraq	Wars	as	McLoughlin	suggests	will	 remain	 to	be	seen.	
However,	exploring	their	uses	in	the	classroom	as	the	new	narrative	form	of	my	pupils’	
generation,	and	of	a	war	that	is	part	of	my	pupils’	recent	memory,	would	prove	a	challenge	
I	 was	 looking	 forward	 to	 taking.	 Lastly,	 why	 not	 try	 to	 invite	 a	 war	 veteran	 to	 the	
classroom,	to	truly	join	the	stories	of	his	war	from	‘the	past	to	the	future’	of	my	pupils	
present	(O’Brien	1991,	35)?	
Combining	 three	 roles	 at	 all	 times,	 McLoughlin	 as	 method	 in	 hand	 (literary	





out	 clearly	 for	 the	benefit	 of	 time-pressed	 teachers	 to	draw	upon	 in	 their	 ambition	 to	
establish	versatile	and	up-to-date	literature	curricula	themselves.	Concretely,	I	will	apply	
a	variety	of	literary	interventions	in	classes	from	a	relatively	mature	age	onwards,	16	and	





at	 this	 age	would	 allow	 both	more	 depth	 and	width	 to	 the	 curriculum,	 including,	 for	
instance,	the	academic	critique	as	I	have	previously	outlined.		
By	the	end	of	my	exploration	in	this	book,	and	the	interventions	in	the	classroom	
it	 describes,	 I	 aim	 to	 offer	my	 teacher-reader	 a	 concrete	 qualitative	 literary	model	 by	
which	to	measure	and	outline	the	literary	interventions	in	this	book,	as	guideline	to	my	
teacher-reader	 in	 their	 ambition	 to	 design	 their	 own.	 I	 hope	 to	 motivate	 teachers	 to	
explore	similar	pathways,	such	as	taking	students	to	Ypres,	venturing	away	from	Owen	in	
the	 classroom,	moving	 beyond	 Anne	 Frank	 to	 Bergen-Belsen,	 or	 as	 inspiration	 to	 put	
	 52	
Vietnam	 War	 Movies	 on	 in	 troublesome	 classes,	 or	 even	 inviting	 a	 veteran	 to	 the	
classroom.	Designing	literature	curricula,	which	integrate	the	landscape	of	war	outside	of	





This	 is	why	 it	 is	 vital	 to	 establish	 a	war	 literature	 curriculum	 that	 allows	 students	 to	
engage	on	their	own	terms.	It	is	difficult	to	predict	how	pupils	will	engage	with	and	react	
to	the	narratives	I	will	introduce	them	to.	The	wide	variety	of	qualitative	interventions	I	
will	describe	 in	 this	book,	 in	different	classes,	using	different	 forms	and	genres	of	war	
literature,	will	help	form	hypotheses	to	their	effect	in	the	classroom,	with	which	in	turn	I	
hope	to	invite	future	quantitative	research.		
Discussing	 flight-MH17	 with	 my	 pupils,	 Ukrainian	 Natasja	 amongst	 them,	 has	
shown	that	literature	might	establish	gateways	between	the	effect	the	blurred	boundaries	
between	zones	of	war	and	peace	were	having	on	my	pupils’	 lives,	and	the	possibilities	
multimodal	 war	 narratives	 gave	 them	 to	 understanding	 the	 present.	 Teaching	 war	
narratives	in	the	21st-century	will	provide	the	fixed	marks	all	force	fields	seek	when	faced	
with	issues	of	conflict.	I	will	try	to	find	ways	to	embed	narrative	sources	into	my	curricula	














































The	 museum	 promises	 the	 art	 objects	 on	 display	 will	 revive	 these	 ancient	
civilisations.	These	 thirteen-year-olds	are	excited	about	 their	 impending	walk	 through	
time,	boisterously	babbling	their	way	through	the	museum’s	dark	corridors,	whose	walls	






school	pupils	 read	 that	 ‘what	Homer	 tells	us	about	 the	Trojan	War	 in	The	 Iliad	has	an	
artistic	 and	 literary	merit	 that	 lives	 on	 in	 our	 present	 culture.	 Thus,	 Troy	 lives	 on	 in	
memory,	because	of	the	battle	of	West	against	East,	of	Europe	against	Asia’	(Murat	Süslü	
2012,	9).	Unwittingly,	the	pupils	have	walked	into	a	representation	of	one	of	the	world’s	
most	 ancient	 battles,	which	 has	 become	 a	 cultural	 icon	 to	Western	 civilisation,	 fatally	
following	their	own	Helen	as	they	do	so.		
Expecting	 a	 traditional	 classics	 field	 trip,	 filled	with	 Greek	 pottery	 and	 ancient	
sarcophagi,	I	am	somewhat	perplexed	at	the	prominent	presence	of	an	ancient	war	poem	
at	the	heart	of	the	museum.	My	school’s	annual	educational	day-out	has	coincided	with	a	
special	 exhibition	 organised	 by	 the	 university	 museum	 in	 cooperation	 with	 Turkey’s	
Ministry	of	Culture,	celebrating	the	quatercentenary	diplomatic	relationship	between	the	
Netherlands	 and	 Turkey.	 Homer’s	 epic	 war	 poem	 has	 been	 chosen	 above	 all	 other	
representations	of	ancient	times,	in	reflection	of	what	this	four-hundred-year-old	political	
tie	has	meant	and	continues	to	mean	for	these	two	countries.	In	hindsight,	the	Turkish-
Dutch	 choice	 to	 frame	 their	political	 relationship	 in	 terms	of	 an	ancient	war	poem,	 by	
putting	 Homer’s	 Iliad	 centre	 stage,	 is	 given	 extra	 prophetic	 significance,	 in	 view	 of	
Turkey’s	 failed	military	 coup	 in	 the	 summer	 of	 2016.	 It	 was	 followed	 by	 the	 Turkish	
government’s	 arrest	 and	 dismissal	 of	 tens	 of	 thousands	 of	 civil	 servants,	 soldiers	 and	
teachers,	putting	the	relationship	between	‘Europe’	and	‘Asia’	under	considerable	strain.	
My	Dutch	thirteen-year-olds	are	thus	confronted	with	‘other	shells	[…]	across	the	
Aegean	 Sea,’	 quoting	 Patrick	 Shaw	 Stewart	 (1888-1917):	 war	 narratives,	 being	 fired	




went	 to	 war.	 With	 the	 force	 fields	 invading	 the	 heart	 of	 their	 classics	 field	 trip	 to	





politically	 framed,	 in	 the	 hope	 they	will	 influence	 the	 general	 public,	 pupils	 foremost	


























century	 Turkish-Dutch	 political	 commemorative	 exhibition	 in	 Amsterdam’s	 classical	
archaeological	museum	(Kendall	2013,	xxi)?		














way	 the	 Turkish-Dutch	 relationship	 will	 be	 remembered	 by	 future	 generations.	 The	







poem	offers	 a	 departure	 from	 the	 ‘myth’	 created	by	 generations	 of	 teachers	 since	 the	
establishment	of	schools	in	the	1850s.	These	schools	‘ethos	[…]	was	essentially	chivalric,	





of	Homeric	chivalry	and	are	now	being	re-read	 in	terms	of	 ‘Owenesque’	 futility,	a	new	
myth	of	its	own.	The	field	trip	had	foreshowed	the	importance	of	my	role	as	a	teacher,	
bringing	 them	 to	 the	 academic	 archive,	 signifying	 to	 them	 the	 way	 they	 were	 being	
influenced,	guiding	pupils	through	the	political	battle.	It	had	also	shown	me	the	pivotal	
role	literature	plays	when	force	fields	frame	it	to	influence	education.	Yet	how	did	a	First	






is	 being	 applied,	 in	 a	 battle	 between	 the	 forces	 of	 politics	 and	 science,	 for	my	 pupils’	













for	 our	 collective	 cultural	memory	 raging	within	 its	walls,	with	 our	pupils	 as	 primary	
targets.	How	were	we,	as	their	teachers,	going	to	get	them	through	this?		
Owen’s	 poem	 ‘Dulce	 et	 Decorum	 Est’	 had	 been	 placed	 centrally	 to	 a	
commemorative	exhibition	in	the	Dutch	capital,	as	a	‘prestigious	object’	displayed	in	such	
a	way	 as	 to	 ‘catch	 attention	 and	make	 a	 lasting	 impression,’	 quoting	 Aleida	 Assmann	
(2008,	98).	Yet,	 logic	dictates	that	 ‘the	same	museum	also	houses	objects	in	peripheral	
spaces	such	as	cellars	or	attics	which	are	not	publicly	presented’	(ibid.).	In	order	to	gain	
control	 of	 the	 battle	 above,	 the	 framing	 of	 canonical	 literature	 to	 influence	 education,	
teachers	 need	 to	 break	 open	what	 is	 the	 ‘hierarchical	 and	 exclusionary	 nature	 of	 the	


















It	 is	 my	 aim	 in	 this	 chapter	 to	 establish	 education	 and	 teachers	 as	 pivotal	 to	 this	
development.		
Yet	 I	also	want	access	to	this	 ‘passively	stored	memory,	 that	preserves	the	past	
past	 as	 the	 archive,’	 because	 of	 the	 lesser-known	war	 texts	 locked	 away	 there	 (ibid.).	
Rediscovering	and	analysing	First	World	War	poetry	anthologies	I	hope	will	allow	me	to	


















dreams’	 regarding	 a	 different	 conflict	 a	 century	 later	 (Owen	 1990a,	 117,	 cited	 in	M.S.	
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2013).	 Placed	 glaringly	 underneath	 it	 was	 a	 photograph	 of	 rows	 upon	 rows	 of	 dead	
children	(ibid.).	In	the	aftershock	of	the	21	August	2013	gas	attack	in	the	Syrian	region	of	
Ghouta,	 virtually	 every	 single	 leading	 English	 language	 newspaper	 and	 magazine	
reflected	upon	these	events	using	the	century-old	words	of	a	war	poet	to	so.	‘Drowning	in	
a	yellow	sea’	quotes	the	Boston	Review,	concluding	that	‘it	is	time	that	the	epoch	that	began	
with	 Ypres	 should	 end	 for	 good’	 (Guillemin	 2013).	The	New	 York	 Times	 explains	 that	
‘Wilfred	 Owen,	 the	 British	 soldier-poet,	 wrote	 [these	 lines]	 in	 his	 best-known	 work,	
“Dulce	et	Decorum	Est,”	an	effort	to	depict	the	horrors	of	chemical	warfare,’	and	The	Wall	
Street	Journal	simply	opened	their	article	with	the	self-explanatory	‘Gas!	Gas!	Quick,	boys!’	




and	 in	 the	 struggle	 for	 level-headedness,’	Michael	 Diers	 explains,	 ‘the	main	 feature	 of	
artistic	 objectivations	 […]	 borrow[s]	 from	 the	 mnemonic	 energies	 of	 collective	
recollection’	of	which	‘works	of	art	are	the	products’	(1995,	71).	In	other	words,	the	gut	




time.	 However,	 these	 Mnemosynes	 are	 constantly	 being	 framed	 to	 argue	 a	 political,	
academic,	perhaps	even	societal	point	of	view	vis-a-vis	conflict.	A	Mnemosyne	like	‘Dulce	
et	Decorum	Est’	has	been	hectored	 into	becoming	 the	ultimate	 testament	against	war.	
Canonical	 war	 poets	 such	 as	 Siegfried	 Sassoon	 and	 Wilfred	 Owen,	 their	 work	 ‘often	
credited	with	having	been	 “anti-war”’	 Tim	Kendall	 argues,	 ‘are	 routinely	 recruited	 for	
propaganda	by	campaigners	opposed	to	[…]	conflicts’	(Kendall	2013,	xxi).	The	Economist	
even	claims	that	‘Dulce	et	Decorum	Est’	has	been	paramount	in	shifting	the	‘aesthetics	and	
































the	power	of	pathos	 formula	 literature	to	provide	the	 ideal	gateway	tool	 to	 lessons	on	
citizenship,	 value	 driven	 education	 with	 a	 specific	 focus	 on	 conflict,	 I	 aim	 to	 use	
McLoughlin’s	tropes	to	arm	myself	with	in	what	will	be	the	starting	point	of	my	research,	









hundred	 years	 of	 anthologising	 First	World	War	poetry,	 to	 the	 benefit	 of	my	 teacher-
reader	seeking	understanding	of	 literary	canonisation	 in	 the	classroom	and	 the	stakes	
involved	in	this	invention	of	tradition.	I	hope	this	will	empower	my	teacher-readers	to	
intervene	 in	 their	 own	 literature	 curricula,	 designing	 their	 own	 from	 a	 wider,	 non-
canonical	 corpus	 which	 integrates	 the	 academic,	 societal	 and	 political	 pressures	 that	
pervade	teaching	(war)	literature	in	the	classroom.	This	involves	the	third	and	last	step,	
including	 students.	 I	 aim	 to	 allow	 pupils	 to	 select	 their	 own	 war	 poetry	 from	 these	
anthologies,	let	them	engage	critically	with	the	way	literature	might	‘legitimize	political	

















more	 attention	 on	 an	 academic	 level	 than	 if	 Yeats	 had	 decided	 to	 include	 Owen	 and	










war	 poems	 by	 veterans	 such	 as	 Edmund	 Blunden	 (1896-1974),	 and	 as	many	 as	 four	
poems	by	‘the	best	known,’	as	the	Irish	poet	dubbed	Sassoon	(Yeats	1936,	xxxiv).	Yeats’s	
reasoning	is	complex	and	contradictory,	keeping	ajar	the	door	he	tries	so	vehemently	to	
close	 to	 poems	 by	 veterans	 such	 as	 Blunden	 and	 Sassoon,	 both	well	 on	 their	 way	 to	
becoming	 firmly	 embedded	 in	 the	 canon.	 Yeats’s	 biggest	 vexation	with	 veteran	 poets	


















to	 heart	 and	 home:	 Ireland.	 Yeats	 looked	 down	 upon	 narratives	 in	 which	 ‘the	 chief	

















almost	 careless	way	 the	 airman	described	his	death.	The	 speaker’s	 indifference	 to	his	
death	 is	 his	 indictment	 against	war.	 ‘The	years	 to	 come	 seemed	waste	of	 breath’	 thus	
connects	 the	personal	 fate	of	 the	airman	to	 that	of	 the	 Irish	as	a	nation,	 for	whom	the	
outcome	of	this	British	war	will	not	‘leave	them	happier’	but	unhappier	than	before	(Yeats	
2014,	182).	‘It	was	easier	to	look	at	suffering	if	you	had	somebody	to	blame	for	it,’	he	wrote	
scathingly	 of	Owen	 and	his	 lot,	 disapproving	 as	 he	was	 of	 involving	 politics	 in	 poetry	
(1936,	 xxxvii).	 Yet	 here	 Yeats	 is	 writing	 about	 the	 muted	 suffering	 of	 the	 Irish	 into	
indifference,	 implicitly	 blaming	British	 rule,	 trademarks	 surely	 of	 the	war	poets	he	 so	
vilified.	Keeping	it	local	(Irish)	and	personal,	the	poet	writes	with	authenticity	on	war.	In	
fact,	Yeats	 is	so	good	at	 it,	 that	as	many	as	 five	war	poems	by	him	are	 included	 in	 Jon	






Intervention I: Songs of War	
Back	in	the	reality	of	the	classroom,	my	aim	is	first	to	design	a	war	poetry	curriculum,	
which	 integrates	 the	 analysis	 above	 and	 thus	 makes	 pupils	 part	 of	 the	 scientific	 and	














Yeats’s	 reference	 to	 Thomas’	 poem,	 ‘This	 is	 no	 case	 of	 petty	 right	 and	wrong,’	
seems,	at	first	impression,	a	popular	choice	with	pupils.	Still	at	the	start	of	the	war	poetry	
course	 they	 follow	during	 the	 course	of	 an	 entire	 term	 in	 their	 sixth	 and	 final	 year	of	
secondary	school,	 it	 invariably	provokes	carefully	 framed	answers	such	as	 ‘war	 is	bad,	
sir,’	 and	 ‘all	 nations	were	 to	blame.’	These	 are	unsurprising	 examples	of	 the	 armchair	
comments	made	when	 first	 involving	a	 class	 in	an	open	discussion	on	war	poetry.	My	







of	 discussing	 war,	 using	 literature.	 It	 is	 the	 first	 step	 towards	 a	 critical	 citizenship,	




























Had	Keane	been	dreaming	of	Yeats’s	airmen,	or	of	Thomas’s	 lack	of	 love	 to	defend	his	
fellow	countrymen	perhaps?	The	similarities	between	the	texts	which	were	separated	a	
century	from	each	other	were	striking,	as	I	was	thrilled	to	witness	my	secondary	school	
pupils,	 inspired	 by	 an	 analysis	 of	 canonical	 poetry	 by	 Yeats	 and	 Thomas,	 actively	
contributing	 to	 the	war	 poetry	 curriculum.	Having	 struck	upon	 a	way	 to	 innovate	my	







and	 on	 to	 Owen’	 (1988,	 35).	 This	 developmental	 arch	 of	war	 poetry	 is	 perhaps	most	





during	 the	 war	 years,	 and	 his	 presence	 is	 barely	 registered	 in	 wartime	 anthologies’	
(Parfitt	 1990,	 43).	 Yet	 both	 poets	 have	 been	 an	 integral	 part	 of	 every	 (war)	 poetry	












poets	 as	 contemporary	 ‘Gods’	 in	 society’s	 eyes.	 Yet	Adrian	Caesar	 remarks,	 ‘if	 in	 later	
times,	Brooke’s	poems	about	the	war	were	subject	to	an	almost	unanimous	dismissal	as	
the	expression	of	a	discredited,	imperialist	chauvinism,	the	idea	of	celebrating	sacrificed	



















name.	 In	 a	 day	 and	 age	 of	 growing	 literacy,	 poetry	 was	 frequently	 published	 in	
newspapers	and	read	out	at	public	services,	in	church,	and	school.	Two	forces	were	to	be	
held	responsible,	for	‘the	belief	in	the	educative	powers	of	classical	and	English	literature	
was	 still	 extremely	 strong,’	 Fussell	 explains,	 and	 ‘the	 appeal	 of	 popular	 education	 and	
“self-improvement”	was	at	its	peak’	(2013,	170).	Due	to	the	educational	reforms	Britain	
and	 the	United	 States	 had	 very	high	 literacy	 levels,	with	 ‘higher	percentages	 of	 active	
writers	and	readers	of	poetry	in	the	population	than	at	any	other	time’	(Van	Wienen	2002,	
4).	This	resulted	in	the	most	literate	army	the	world	had	ever	seen.	Mass	recruitment	and	
conscription	 blurred	 the	 boundaries	 between	 soldier	 and	 civilian	 and	 these	 civilians-
turned-soldiers	had	never	been	more	literate.	Now	that	the	secrets	of	warfare	were	no	
longer	the	sole	territory	of	the	professional	soldier,	 ‘for	the	first	time,	we	have	had	the	
clear	 lights	 of	 intellect	 and	 interpretation	playing	 upon	 the	 battlefield,’	 Arthur	Waugh	
argued	(1919,	44).		
The	literary	historical	analysis	into	the	history	of	anthologising	First	World	war	
poetry	 I	 had	 undertaken	with	 these	 first	 tentative	 steps	 to	 the	 benefit	 of	my	 teacher-
reader	was	bearing	fruits.	For	it	became	clear	to	me	that	these	literate	soldiers	of	World	










writing	poetry.	 For	when	 the	First	World	War	 started	 in	 the	 summer	of	 1914,	 ‘it	was	
possible	for	soldiers	to	be	not	only	literate	but	vigorously	literary’	(Fussell	2013,	170).	As	
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Unprecedented	 literacy	 levels	 ensured	 the	 biggest	 possible	 reading	 public	 for	 these	
civilians	turned	soldier	poets.	On	a	more	emotional	level,	there	was	hardly	a	home-front	
Brit	to	be	found	who	did	not	have	a	personal	interest	in	these	poetic	outpourings.	‘The	
war	 […]	 had	 become	 a	 very	 forcing-ground	 of	 poetry	 […],	 an	 almost	 miraculous	
renaissance	of	the	poetic	spirit’	(Waugh	1919,	40).	To	me	as	a	teacher	of	their	poetry	a	
century	later,	it	strengthened	my	resolve	to	involve	students,	allowing	them	not	only	to	
pick	 and	 choose	 from	 the	wide	 corpus	 of	 war	 poetry	 newly	 opened	 up	 to	 them,	 but,	













patriotism’	 (Erskine	Macdonald	 1915,	 3).	Moving	 even	 further	 away	 from	my	 trusted	
Siersema	 anthology	with	William	Angus	 Knight’s	 (1915)	 promising	 title	Pro	 Patria	 Et	




within	 these	 very	 first	 World	 War	 I	 poetry	 anthologies	 and	 put	 it	 to	 the	 test	 via	 a	
classroom	intervention.	Knight	preferred	to	include	poems	by	the	‘earliest	tribal	bards’	
such	as	William	Shakespeare	(1564-1616)	to	paint	a	picture	of	war	to	his	readers,	along	








Egged	 on	 by	 the	 latter’s	 spirited	 introductory	 words	 to	 the	 collection	 –	 ‘there	 will	





Intervention II: Refugee Poetry	











































follows	 Knight’s	 lead,	 continuing	 the	 leap	 into	 the	 hitherto	 unknown	 territory	 of	 a	
























to	 stress	 that	 ‘it	 would	 be	 the	 falsest	 of	 compliments	 to	 pretend	 they	make	 any	 real	
addition	to	the	poetry	of	War’	(ibid.).	These	poems	spoke	from	the	grave,	compensating	





and	 first	 wave	 of	 volunteer	 soldiers,	 now	 seasoned	 veterans.	 Not,	 he	 adds	 with	




Volunteers	 drafted	 from	 a	 citizenry	 which,	 according	 to	 Kyle’s	 predecessor	 William	
Knight,	were	suffering	from	an	‘effete	condition’	by	the	‘tens	of	thousands	during	the	last	
quarter	of	a	century	in	Britain’	(1915,	x;	italics	in	original).	Knight	openly	surmises	with	
some	 relish,	 on	 ‘their	 eradication,	 by	 the	 gigantic	 hand	 of	 war.’	 Wartime	 anthologies	
contained	poetry	which	was	‘unironic’	in	terms	of	‘duty,	glory	and	honour	throughout	the	
war	 and	 afterwards’	 (Vandiver	 2010,	 3).	 Given	 the	 dubious	 selection	 criteria	 that	
anthologists	such	as	Kyle	and	Knight	maintained,	this	does	not	come	as	a	surprise.	Giving	










not	 yet	 the	 combatant	poetry	which,	 quoting	Waugh	 (1919,	 151),	was	 stripped	of	 the	
‘tinsel’	of	tradition	to	reveal	the	‘stark	and	clattering	skeleton	beneath.’	Kyle’s	eyewitness	
poets	had	what	Kate	McLoughlin	describes	as	‘autopsy,’	with	which	they	added	a	much	
sought	 after	 voice	 to	 the	 canon.	 Touching	 upon	 ‘the	 essence	 of	 life	 no	 deeper	 than	 is	
possible	 to	 the	 soldier’s	 honest	 determination	 to	 go	 out	 and	 do	 his	 best,’	 the	 literary	
application	of	their	autopsy	was	still	in	its	infancy	(Waugh	1919,	42).	











battle	 as	mirrored	 in	his	mind’	 (1918,	 vii).	 In	 short,	 a	 collection	 that	promised	poetry	
whose	speakers	would	be	holding	Yeats’s	much	hated	mirror.	Now	I	was	starting	to	face	
another	problem.	For	how	was	I	to	introduce	the	contents	of	all	these	anthologies	I	had	
discovered	 up	 till	 now,	without	 playing	 the	 biased	 literary	 critic	myself?	 For	 this	 far,	
besides	the	steady	influx	of	soldier	poetry,	amongst	all	the	anthologies	I	had	found	just	a	
single	refugee	poem.	It	was	an	excellent	addition	to	my	curriculum	and	a	kick-start	to	the	
broader	 conversation	 in	 class	 as	 I	 have	 shown	 above.	 Moving	 forward,	 I	 needed	
McLoughlin’s	literary	critical	help,	as	well	as	another	intervention	in	the	classroom.		
	
















































































allow	pupils	 to	engage	with	selecting	poetry	 from	the	hitherto	 inaccessible	archive,	by	








drawn	 to	 combat	 soldiers’	 authentic	 songs.	 The	 reading	 public	 was	 becoming	 more	
desperate	for	soldier	poetry	as	the	war	continued	to	take	its	relentless	and	bloody	toll,	








(‘MH17’),	 Instagram,	and	other	news	 feeds	on	pupils’	mobile	phones	 in	 the	classroom,	
traversing	the	divide	between	them	and	war.	With	more	refugees	from	this	battle	arriving	

























anthology	 collections	 or	 browsing	 Internet	 databases	 at	will;	 see	 Intervention	V),	 and	
potentially	 time-consuming	 (preselecting	 from	 anthologies	 for	 classroom	 perusal;	 see	
Intervention	IV	below),	the	interventions	in	this	chapter	are	by	no	means	all	defining,	but	
a	 first	 suggestion	 of	 how	 this	might	 also	 be	 achieved.	 Teachers,	 thus	 at	 the	 helm	of	 a	
reinvention	of	tradition,	are	guide	and	expert	all	in	one,	and,	using	McLoughlin’s	theory,	
coach	pupils	to	reflect	critically	on	their	selection	criteria.		By	1919,	readers	of	veteran	
poetry	were	 in	mourning,	 desperate	 to	 get	 as	 close	 as	 they	 could	 to	 the	 battles	 their	









teach	 are	 no	 strangers	 to	 this	 effect.	 They	 are	 the	 post-9-11	 generation:	 the	 toppling	
towers	of	New	York	and	the	ensuing	wars	in	the	Middle	East,	the	multiple	terror	attacks	
in	European	 cities	 and	 the	MH17-attack,	 all	 have	 inspired	a	wide	and	 lasting	 range	of	
literature	that	has	been	a	constant	reality	in	their	lives,	to	say	nothing	of	the	art	they	might	
have	been	driven	to	create	themselves.	This	is	why,	eventually,	in	a	war	narrative	course	
such	as	 I	 set	out	 to	create	via	 this	chapter’s	analysis	of	anthologising	First	World	War	
poetry,	room	should	be	reserved	for	pupils	to	write	their	own	literary	response	to	war,	a	
vital	element	to	teaching	war	I	touch	upon	throughout	this	book.		








World	 War	 I	 to	 the	 British	 is	 unfathomable,	 leaving	 small	 reason	 to	 wonder	 at	 the	
perpetual	 popularity	 of	 the	 narrative	 output	 it	 incited. 53 	The	 Great	 War	 brought	
‘heartbreak	on	a	scale	never	known,’	argues	 John	Keegan	(1999,	4),	causing	a	growing	
interest	 in	 anthologies	 including	 veterans’	 (posthumous)	 poetry.	 In	 defiance	 of	 the	
established	canon	during	the	war	years	and	shortly	after,	war	poetry	increasingly	meant	
soldier	 poetry,	 its	 burgeoning	 popularity	 marking	 the	 first	 step	 in	 the	 development	
towards	the	‘one	size	fits	all’	approach	(Brearton	2007,	209).	The	poetic	examples	above	








































Edmund	 Blunden	 underscores	 the	 ascendancy	 of	 the	 veteran	 poets.	 In	 fact,	 the	






these	 ‘two	 poets	 of	 unshakeable	 resolution’	 risen	 out	 of	 the	 ‘mephitic	 gulf	 of	 the	





the	poet	who	 ‘set	himself	 to	strike	at	[the	war]’	with	his	poetry	(Blunden	1930,	22).	 It	
shows	the	important	role	the	war	poets	played	in	establishing	an	audience	and	a	place	in	
the	canon	for	their	own	poetry	of	autopsy.	Yet	it	would	take	until	1964	and	the	publication	




of	Nazism	 eventually	 spiraling	 into	World	War	 II	 and	 the	Holocaust,	 it	 is	 perhaps	 not	
surprising	that	interest	in	poetry	of	the	First	World	War	dwindled:	each	conflict	its	own	
‘Mnemosyne’	 quoting	 Diers.	 But	 there	 is	 another	 factor	 at	 play:	 the	 critique	 from	 the	








































to	 their	 war?	 It	 was	 time	 to	 take	 this	 ‘60s	 educational	 poetry	 anthology	 back	 to	 the	
classroom	and	enable	my	pupils	to	engage.		
	






















soldiers,	 ‘mocking,’	 in	 the	 words	 of	 Jahan	 Ramazani	 (1994,	 4),	 ‘the	 traditional	











gargling	 from	 the	 froth-corrupted	 lungs’	 (Owen	 1985,	 64).	 Whereas	 Owen’s	 wagon	
transports	a	dying	victim	of	a	gas-attack,	Rosenberg’s	wagon	wheels	crunch	the	bones	of	
slaughtered	 men,	 on	 the	 way	 to	 the	 ‘Dead	 Man’s	 Dump.’	 Parsons’	 use	 of	 the	 word	
‘holocaust’	 to	 refer	 to	 the	Battle	of	 the	Somme	 is	 significant.	The	horrific	 landscape	of	
death	and	destruction,	where	surviving	meant	 transporting	 the	dead	and	dying	across	
earth	that	‘has	waited	for	[the	dead],	‘fretting	for	their	decay,’	(Rosenberg	1985,	159)	one	
could	 almost	 imagine	 this	 to	 be	 the	 testimony	 of	 a	Word	War	 II	 concentration	 camp	
survivor.	Could	it	be	that	the	teenagers	of	the	turbulent	‘60s	rife	with	anti-war	protests,	
reading	these	loud	and	brutal	reports	of	war	at	school,	filled	to	the	brim	with	grisly	detail	
of	 death	 and	 decay,	 sought	 out	 the	 loud	 and	 harsh	 poetic	 voice	 of	 their	 grandfathers’	
generation	in	a	bid	to	understand	what	their	parents’	war	had	been	like?	In	other	words,	
trying	perhaps	to	understand	the	very	darkest	corners	of	humanity	the	Second	World	War	
had	 spawned,	 such	 as	Auschwitz	 and	Bergen-Belsen,	 the	 silence	was	pierced	with	 the	
voice	 of	 Jewish	 trench	 poet	 Isaac	 Rosenberg’s	 and	 his	 brutal	 report	 from	 an	 earlier	
‘holocaust,’	that	of	World	War	I.		
For	 in	 a	 similar	 way,	 my	 21st-century	 pupils	 equate	 the	 war	 experiences	 as	
depicted	 in	 First	 World	 War	 verse	 as	 universal	 to	 all	 war,	 recent	 and	 ancient.	 This	
appropriation	 of	 war	 experience	 by	 subsequent	 generations	 is	 what	 makes	 ‘pathos	
formula’	war	poetry	such	powerful	cultural	icons.	I	want	my	teacher-reader	and	pupils	to	
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Simon	Weatherstone’s	 (1995,	 19)	 observation,	 that	 ‘while	 war	 poetry	 was	 a	 popular	
poetry	and	had	become	influential	in	schools,	its	importance	was	largely	determined	by	
its	 subject-matter	 and	 its	 documentary	 value	 rather	 than	 its	 relationship	 to	 a	 wider	
literary	 culture.’	 By	 and	 by,	 as	 I	 tried	 out	my	 literary	 interventions,	 it	 was	 becoming	
clearer	that	the	authenticity	of	the	veteran	poet	was	foremost	amongst	my	pupils,	gained	
more	than	anything	else	by	gruesome	and	profane	details	of	violence.	It	will	prove	eerily	
similar	 to	 their	 lust	 to	 become	voyeurs	 of	 the	Holocaust	 as	 I	will	 show	 in	 the	 coming	
chapter.		
The	 irony	 is	 that	although	Parsons’	knowledge	of	 the	horrors	of	Auschwitz	and	
Bergen-Belsen	motivated	him	to	set	down	a	poetry	anthology	for	use	in	schools,	which	he	
deemed	 had	 a	 firmly	 normative	 function,	 as	 the	 example	 above	 shows,	 my	 pupils	
nowadays	 are	 attracted	 to	 its	 content	 for	 very	 different	 reasons.	 	 Filling	 a	 poetry	
anthology	which	has	been,	quoting	Caesar	(1993,	1),	‘credited	with	debunking	traditional	




poetry’s	 ‘publication	 in	 anthologies	 was	 both	 cause	 and	 consequence	 of	 this	 way	 of	

















Of	 the	111	poems	Parsons	has	 chosen	 for	 the	 education	of	Britain’s	 secondary	 school	
children,	 a	 staggering	 84%	 were	 written	 by	 established	 and	 canonized	 Westminster	
Abbey	war	poets.		
Teachers	it	seems	have	drawn	massively	and	successfully	from	these	war	poetry	
anthologies	 for	 schools	 of	 the	 ‘60s	 and	 ever	 since,	 which	 has	 ensured	 the	 war	 poets	




poetry.	 Yet	 how	 and	 in	 what	 way	 the	 war	 poets	 were	 taught	 remains	 to	 them	 pure	



















‘value	 system,’	 quoting	 Erll	 (2011,	 75),	 thus	 creating	 our	 ‘collective	 identities’	 and	
legitimizing	 ‘political	power.’	Yet	 it	 is	the	force-fields	that	would	have	teachers	 impose	
value	systems	which	they	claim	the	literary	canon	upholds,	whether	these	be	pacifist	left-
wing	or	nationalist	 right-wing.	This	book	 suggests	 teachers	 like	myself	 should	 seek	 to	
impose	neither.	Rather,	this	book	will	show	that	my	goal	as	a	teacher	is	to	make	pupils	
able	 to	 critique	 the	 force-fields	 regardless	of	 their	political	 colour	by	using	 the	 canon.	




































was	more	 feminist	 than	my	 young	 female	 readers;	 the	 combat	 poetry	 of	 Sassoon	 and	
Owen	had	always	been	very	popular	with	girls.	My	view	changed	when	I	asked	them	to	




Intervention V: Adopt a War Poem	
Breaking	once	more	with	my	anxiety,	providing	them	with	poetry	from	the	anthologies	
discussed	in	this	chapter,	as	well	as	an	abundance	of	internet	sources,	I	intervened	in	the	
classroom.	Calling	the	project	 ‘Adopt	a	War	Poem,’	 I	asked	my	pupils	 to	engage	with	a	


























































ignorance	 of	 fellow	 poets	 Rosenberg	 and	 Owen’s	 life	 at	 the	 Western	 Front,	 full	 of	
splattered	brains,	 cancerous	 lungs	and	crushed	skulls.	Feeling	a	 certain	awkwardness,	
Ingeborg	 apologetically	 explains	 that	 she	 feels	 sorry	 for	 the	boys	 at	 the	 front,	 but	 she	
prefers	Pope’s	poems.	 Ingeborg	 tells	me	she	can	relate	 to	 the	realities	 the	 female	poet	
describes,	 of	working	 girls	 in	 the	war	 effort,	 so	much	 similar	 to	 her	 own	 efforts	 as	 a	
working	and	studying	teenager	in	Holland,	while	wars	are	waged	elsewhere.			
Ingeborg	 sticks	 to	 her	 own	 experience,	 as	 close	 to	 her	 heart	 as	 she	 can,	 thus	
chooses	‘War	Girls’	as	inspiration,	for	the	sake	of	its	authenticity.	The	poem	‘appears	to	
celebrate	 the	 long-sought	 emancipation	 which	 women	 had	 struggled	 for	 and	 finally	
attained,’	 Khan	 argues	 (1988,	 72).	 Pope,	 and	 her	 ‘war	 girls,’	 are	 ‘no	 longer	 caged	 and	
penned	up,’	and	thus	the	exuberant	tone	of	the	poem	reflects	what	Pope	(1981,	90)	claims	
is	 all	 around	 her:	 freed	 women	 doing	 men’s	 jobs.	 Though	 Pope	 sums	 up	 a	 veritable	
number	 of	 professions,	 critics	 such	 as	Gail	 Braybon	 (1995,	 45)	 have	warned	 that	 ‘the	
experiences	 of	 women	 differed	 dramatically	 between	 geographical	 areas,	 trades,	 age	
groups	and	classes.’	Janis	P.	Stout	insists	that	whatever	the	merit	of	describing	women’s	
war	work	might	be,	her	poem	is	too	full	of	‘relentless	dogtrot	versification	and	formulaic	
sentiments’	 (2016,	 20).	Whether	 or	 not	 Pope’s	 verse	 undoes	 the	 emancipatory	 effect,	
which	Nosheen	Khan	argues	‘War	Girls’	celebrates,	I	leave	it	up	to	my	own	war	girl	pupils	
to	decide.	Ingeborg,	at	least,	is	one	to	consent	to	Khan’s	claim.		






he	 added	 only	 a	 single	 poem	 written	 by	 a	 woman,	 ‘Any	 Soldier’s	 Wife,’	 by	 Dorothy	
Plowman	 (1887-1967).	 ‘The	 echo	of	my	 soldier’s	 feet’	writes	Plowman	 (1918,	 261-3),	
remembering	her	 loved	soldier’s	departure	to	war,	 is	 the	 ‘wraith	of	all	 I	cherish	most.’	
Compared	to	when	my	pupils	read	Jessie	Pope’s	‘War	Girls,’	they	are	now	struck	by	the	
huge	 differences	 in	 experience	 these	 two	 poems	 portray:	 the	 fear	 and	 anxiety	 for	 the	
fighting	husband’s	fate,	almost	pre-empting	mourning,	opposed	to	Pope’s	ambitious	and	







World	 War	 poetry,	 an	 exclusion	 that	 is	 vehemently	 contested	 at	 the	 centenary	













Critics	 such	 as	 Paul	 Fussell	 cemented	 the	 established	 tradition	 of	 teaching	 the	
poems	of	war	poets	Sassoon	and	Owen	during	the	‘70s.	Fussell	(2013,	xv)	claims	that	the	




were	 framed,’	 Jay	 Winter	 argues	 (1999,	 345).	 None	 more	 than	 Catherine	 Reilly	
underscores	Winter’s	 point.	 She	 ‘succeeded	 in	 identifying	no	 fewer	 than	2,225	British	






this	 exclusive	male	 orientation	 started	 in	 the	 ‘60s,	when,	 ‘the	 reading	 and	 teaching	 of	




teachers	 taught	 during	 this	 decade,	 and	more	 importantly,	 to	 what	 effect.	 Todman	 is	
forced	 to	concede	 that	 it	 is	 ‘difficult	 to	 find	any	comparisons	being	made	between	 the	
Vietnam	War	and	previous	conflicts	at	this	time.’64	My	conclusion	from	my	analysis	above	
would	be	that	the	focus	on	soldier	poetry	started	during	the	war,	yet	the	effect	of	this	focus	
was	 not	 felt	 until	 the	 remembrance	 years	 1928	 and	most	 notably,	 1964-1968,	 which	
inspired	 the	 memoir	 boom	 and	 ensuing	 anthologies	 such	 as	 Brereton	 (1930),	 and	
Parsons’	 and	 Gardner’s	 anthologies	 respectively,	 filled	 to	 the	 brim	 with	 Rosenberg’s	
realism,	Sassoon’s	irony	and	Owen’s	pity.	It	was	during	these	commemoration	years	that	
the	foundation	of	teaching	the	tradition	of	the	‘cult	of	the	soldier	poet’	was	established	


















more	 inclusive	 curriculum.	 In	 the	words	 of	Blunden	 (2007,	 141),	my	pupils	want	 ‘the	
smoke	of	the	German	breakfast	fires,	yes,	and	the	savour	of	their	coffee,	[to]	rise	in	these	


















outraged	 poet	 par	 example,	 ‘tenderness	 […]	 was	 an	 equally	 important	 though	 often	
overlooked	aspect	of	his	war	poetry.’	
In	the	following	chapter	I	will	examine	in	more	detail	how	civilian	suffering	on	an	
unprecedented	 scale	 contributed	 to	 opening	 up	 a	 tender	 register	 in	 war	 narratives,	
especially	those	designed	for	children.	‘Were	we	ever	given	the	chance	to	erase	war	by	
using	 the	 poets’	 apprehensions,’	 writes	 Silkin	 (1996,	 18)	 in	 the	 introduction	 to	 his	
	 92	
anthology	which	remained	unchanged	throughout	all	the	editions,	‘we’d	be	foolish	not	to	
take	 that	 chance.’	 He	 uses	 ‘four	 stages	 of	 consciousness’	 which	 he	 describes	 as	 the	
patriotism	of	Brooke,	 the	 anger	 of	 Sassoon,	 and	Owen’s	 compassion,	which	ultimately	
merge	‘with	extreme	intelligence,’	into	the	final	stage:	‘a	desire	for	change’	(Silkin	1996,	
30-33).	It	illustrates	the	debt	Silkin	owes	to	Blunden	and	Brereton’s	establishment	of	the	











the	 established	 classroom	myth	 of	 the	 ‘outraged’	 soldier	 poet	 as	 the	 authority	 on	 the	
experience	of	 the	First	World	War.	 In	1996,	Silkin	 finally	adds	a	meagre	six	poems	by	





































































box	 altogether,	 the	 song	 ‘The	 Longest	 Day’	 by	 the	 band	 Iron	 Maiden	 was	 another	
suggestion,	establishing	a	link	with	the	Keane	song	‘A	Bad	Dream,’	and	thus	again	with	












courses	 being	 taught	 primarily	 in	 English,	 it	 is	 no	wonder	 that	 there	 is	 demand	 for	 a	
British	First	World	War	poetry	curriculum.	Buelens	and	Lanoye	rightly	argue	for	inclusion	






















conflict	been	 so	 closely	defined	by	 the	poetry	 it	 inspired,’	 read	Kendall’s	 (2013,	 xxvii)	
introductory	words,	cementing	the	strong	ties	that	connect	war	poems,	which	ignore	time	
and	space,	unleashing	their	power	in	my	21st-century	teacher’s	hands.	Within	the	space	














continues	 his	 argument,	 Kendall	 explains	 that	more	 than	 any	 other	war	 poet,	 Owen’s	
canonical	 poetry	 stands	 accused	of	 determining	 ‘the	ways	 in	which	 the	War	has	 been	
remembered	and	mythologized’	(2013,	xxvii).	This	chapter	has	illustrated	the	roles	that	

























anthologies	did	not?	 Looking	back,	 I	 realise	 I	 felt	 doubly	 stung.	That	 same	year,	 I	 had	












complacent	 reading	 fresh	 introductions	 to	 the	 canonical	 work	 are	 needed,	 because	
‘information	 can	 help	 to	 make	 the	 familiar	 strange	 once	more,	 and	 unsettle	 received	
opinion’	 (Kendall	2013,	xxviii).	He	points	out	 that	Owen,	contrary	 to	received	opinion,	






and	 ‘truths,’	 but	 this	 does	 not	 coax	 them	 into	 pacifism	 because	 of	 this	 exposure.	
Controlling	what	pupils	think	is	impossible;	sending	them	over	the	precipice	by	making	
them	think	is	not.		
Secondly,	 Kendall	 points	 out	 that	 his	 choice	 in	 war	 poetry	 for	 his	 anthology	
selection	has	been	made	foremost	on	the	basis	of	poetic	quality.	Thus,	‘preferring	to	be	
unkind	 to	minor	writers’	 automatically	 foregrounds	 the	 ‘most	 important	poets,’	which	
are,	accordingly,	given	‘the	largest	allowance	of	space’	(Kendall	2013,	xxix).	This	might	
explain	why	in	The	New	Oxford	Book	of	War	Poetry,	published	in	the	summer	of	2014,	Jon	






































alliteration	 and	 assonance	 of	Owen’s	 ‘guttering,’	 ‘choking,’	 and	 ‘drowning’	 to	Harvey’s	





reading	and	 listening	 to	PJ	Harvey’s	 song.	These	pupils	 took	Latin	and	Greek	and	had,	

















the	 same	 guttural	 fragments	 from	 Wilfred	 Owen’s	 ‘Dulce	 et	 Decorum	 Est,’	 that	 we	
recognize	 in	 PJ	 Harvey’s	 song.	 ‘Coughing,’	 ‘haunting,’	 ‘fumbling,’	 ‘fitting,’	 ‘floundring,’	
‘drowning,’	 ‘guttering,’	 ‘choking,’	 ‘drowning,’	 ‘smothering,’	 ‘writhing,’	 ‘hanging,’	 ‘blood,’	




with	 some	 irony,	 as	 ‘Sweet!	 And	 decorous!’	 (Owen	 1967a,	 500).	 Here	was	 the	much-
	 100	
needed	bridge	between	Troy	and	Ypres	and	with	the	‘Ghouta’s’	of	the	future	I	had	been	
seeking,	 to	 use	 the	 ancient	 and	 centenary	 war	 poem,	 pathos	 formulas	 wielding	 their	
power	in	the	hands	of	an	English	literature	teacher.	These	were	perfect	weapons	in	the	
battle	 against	 the	 pervasive	 anxiousness	 to	 address	 war	 in	 the	 classroom	 amongst	
teachers	which	the	Dutch	Secretary	of	State	for	Education	had	sent	me	into	in	the	autumn	
of	2013.			




well	 turn	 out	 that	 the	 drive	 to	 acknowledge	 cost	 however	 bloody	 and	 truth	 however	
grizzly	 is	 a	 vital	 element	 connecting	war	 narratives	with	 each	 other,	 across	 time	 and	
space.	 ‘All	wars	have	 certain	 elements	 in	 common,’	McLoughlin	 explains,	 and	as	 I	will	
show	throughout	and	in	more	detail	in	the	last	chapter,	this	results	in	certain	‘similarities	






the	 power	 of	 pathos	 formula	war	 poetry	 like	The	 Iliad	 and	 ‘Dulce	 et	 Decorum	 Est’	 is	
interminable.		




regards	 to	 conflict.	 The	 detailed	 analysis	 of	 the	 history	 of	 anthologising	World	War	 I	
poetry	has	shown	that	education	has	left	a	defining	mark	on	what	we	regard	as	the	canon	
and	continues	to	wield	the	power	to	do	so.	‘Songs	of	War,’	‘Refugee	Poetry,’	‘Authenticity	














widen	 the	 canon,	 to	 include	 women	 and	 citizen	 war	 poetry	 and	 song,	 avoiding	
mythmaking	 in	 the	 classroom.	 Placing	 pupils	 centre	 stage	 in	 this	 process	 is	 vital,	 by	
holding	up	Yeats’s	dreaded	‘mirror’	and	making	them	reflect	on	the	choices	they	make,	










































just	 before	 the	 Portuguese	 Synagogue	 and	 into	 Anne	 Frank	 Street,	 as	 I	 continued	my	
familiar	 route	 to	school.	 ‘An	unimaginable	show,’	words	 that	kept	 floating	 through	my	
mind	as	Amsterdam	gradually	receded	in	my	rear-view	mirror.	‘Unimaginable,’	I	thought,	
yet	this	every-day	journey	through	the	Dutch	capital	was	pockmarked	with	memorials	to	
the	horror	of	war	all	 the	 same.	 In	 fact,	 as	 I	 covered	much	of	 the	 same	route	 I	had	 the	






is	 a	 household	 name.	 Her	Diary	 of	 A	 Young	 Girl	 (hereafter	 The	 Diary)	 has	 a	 seminal	
canonical	status	in	the	Dutch	collective	cultural	memory	of	World	War	II.	It	was,	therefore,	





Britain,	 equal	 to	 that	 of	The	Diary	 in	 the	Netherlands.	 And	 yet,	 this	 particular	 Sunday	
morning,	I	noticed	more	signs	flanking	those	advertising	Anne	that	summer:	War	Horse,	
by	children’s	author	Michael	Morpurgo	(1943	–).	The	most	successful	play	in	the	National	
Theatre’s	 history	 had	 transferred	 to	 Amsterdam:	 here	 was	 another	 remediation	 of	 a	
children’s	war	story	on	show	in	the	capital.70	War	Horse,	marking	the	centenary	of	World	
War	 I,	 and	 Anne,	 marking	 the	 70th	 anniversary	 of	 the	 liberation	 of	 (parts	 of)	 the	
Netherlands	during	World	War	II,	are	both	imaginings	of	the	‘unimaginable’	adding	to	the	










frame	 and	 reframe	 history	 and	 so	 keep	 an	 image	 of	 the	 past	 alive	 in	 Dutch	 cultural	
memory.	 This	 is	 why,	 as	 the	 previous	 chapter	 has	 shown,	 the	 force	 fields	 of	 science,	
politics	 and	 society	 are	 eager	 to	 place	 certain	 works	 of	 literature	 central	 to	





War	 I	 poets	 are	 ‘often	 credited	 with	 having	 been	 “anti-war,”’	 as	 Tim	 Kendall	 argues.	









book,	 smiling	 expectantly	 into	 the	 lens.	 I	 was	 guilty	 of	 having	 put	 The	 Diary	 on	 the	
curriculum	of	a	specific	set	of	students	this	schoolyear.	This	war	narrative	written	by	a	
teenage	girl	was	all	the	armour	I	was	taking	towards	the	next	chapter	in	my	21st-century	































The	 dominance	 of	 the	 theatre	 play	 Anne	 in	 the	 Dutch	 physical	 and	 cultural	
landscape	underscores	the	fact	that	‘remembering	the	Holocaust	has	formed	a	significant	
part	of	a	broader	pattern	of	the	commemoration	of	the	victims	of	twentieth-century	war,’	
as	 Jay	Winter	argues	 (2001,	58).	Central	 to	 this	shift	 is	Anne	Frank,	 living	 in	hiding	 in	
occupied	 Amsterdam.	 This	 girl’s	 ‘diary	 and	 death	 from	 typhus	 in	 the	 Bergen-Belsen	
concentration	 camp	 at	 15,’	 Joseph	 Berger	 explains,	 ‘have	 made	 her	 perhaps	 the	
Holocaust’s	foremost	symbol	of	slaughtered	innocence’	worldwide	(Berger	2014).	Now	
considered	as	the	 ‘icon	of	World	War	II	tales’	(Myers	2008,	24),	 it	 is	hard	to	imagine	a	
Dutch	or	indeed	any	bookshelf	without	The	Diary	on	it.	Underscoring	her	position	at	the	











the	 European	 mainland.’	 The	 previous	 chapter	 has	 shown	 that	 it	 was	 mostly	 the	













The	 first	 chapters	of	my	book	have	outlined	my	ambition	 to	break	 through	 the	
canonical	line	of	war	poets,	of	connecting	this	century-old	poetry	with	my	students’	21st-













This	 is	why	 I	 have	 chosen	 to	 analyse	The	Diary	 in	 detail	within	 an	 educational	
setting,	and	children’s	war	literature	in	more	broader	terms.	Doing	so	this	chapter	and	






pupils	 and	 heading	 for	 former	 World	 War	 II	 concentration	 camp	 Bergen-Belsen	 in	
Germany.	For	besides	establishing	the	role	Anne	Frank’s	canonical	war	text	has	played	in	
education,	 I	 firmly	 believe	 that	 many	 opportunities	 for	 re-writing	 the	 potentiality	 of	










Venturing	 into	 the	 archive	 of	 literary	 scientific	 research	 to	 the	 benefit	 of	my	 teacher-
reader,	foregrounding	my	role	as	literary	historian	next	to	that	of	teacher	and	educational	
theorist,	I	soon	found	out	that	defining	children’s	literature	is	not	without	difficulties.	All	




book	written	by	children,	or	 for	children?’	(ibid.).	A	question	which,	 I	myself,	and	as	 it	
would	turn	out	later	my	pupils	also,	had	frequently	asked	regarding	The	Diary	and	had	yet	




of	 adult	 books	 read	 (mostly)	 by	 children.	 Given	 the	 dominance	 of	 Owen’s	 poetry	 in	
education	 and	 its	 canon-defining	 popularity	 amongst	 its	 teenage	 readers,	 it	 could	 be	
argued	that	‘Dulce	et	Decorum	Est’	is	in	fact	a	children’s	story.	This	would	shed	an	entirely	
different	 light	other	 (war)	 literature	such	as	Vietnam	War	movies,	and	 their	supposed	
‘anti-war’	politics,	which	I	will	discuss	in	the	next	chapter.	Could	it	be	that	they	too	are	a	
(multimodal)	 form	 of	 children’s	 literature,	 popular	 as	 they	 are	 with	 audiences	 of	 a	
recruiting	age,	late	teenagers	and	young	adults?		
Putting	 The	 Diary	 on	 my	 extra-curricular	 program,	 searching	 for	 ways	 to	 use	
literature	to	teach	about	the	Holocaust,	quickly	foregrounded	the	fundamental	problem	
of	being	unable	to	categorise	Anne	Frank’s	diary	audience:	children	or	adults.	As	I	will	
show,	my	pupils	were	 irritated	by	my	choice,	 feeling	 they	were	not	 taken	seriously	as	
young	adult	readers	by	having	to	(re)read	a	children’s	book	written	by	a	child.	Behind	this	
lies	the	crucial	question	that	I	needed	to	find	answers	to:	‘what	does	it	mean	to	write	a	
book	 “for”	 children?’	 (Lesnik-Oberstein	 2002,	 15).	 For	 the	 role	 of	 children’s	 (war)	
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(Lesnik-Oberstein	 2002,	 16).	 Children’s	 stories	 ‘cultivate	 ethical	 and	 cultural	 values’	





woven	 into	 its	 curriculae.	 These	narratives	 are	 another	 example	 of	 cultural	memory’s	
abstraction	into	objects,	‘maintained	and	interpreted	by	trained	specialists,’	to	which	this	
book	crucially	adds	 teachers	 (Erll	2011,	28).	They	are	 foremost	amongst	 the	 so-called	
‘retellers’	 and	 by	 choosing	 how	 and	what	 to	 tell,	 teachers	 are	 at	 the	 helm	 of	 defining	
cultural	memory,	an	argument	central	to	this	book.	This	chapter	will	examine	in	what	way	
teachers	 wield	 its	 power	 in	 the	 classroom	 by	 putting	 The	 Diary	 and	 it’s	 ‘ethical	 and	
cultural	 values’	 on	 the	 curriculum,	 thus	 playing	 a	 crucial	 role	 in	 shaping	 the	 cultural	
memory	of	World	War	II	and	the	Holocaust.		
‘Memory	 […]	 is	 a	 site	 of	 power,’	 Kim	 Wilson	 (2011,	 128)	 argues,	 ‘and	 the	
production	and	mediation	of	it	a	contentious	and	contested	place’.	Canonical	children’s	
war	stories,	like	their	adult	counterpart,	have	the	potential	to	create	‘collective	identities,’	
to	 legitimise	 ‘political	 power’	 and	 to	 uphold	 ‘value	 systems’	 (Erll	 2011,	 75).	 This	 is	
precisely	the	reason	why	the	force	fields	of	politics,	science	and	society	are	so	anxious	to	
extend	their	influence	into	the	everyday	classroom.	Wielding	war	narratives,	education	
and	 its	educators	have	 the	power	 to	control	 cultural	memory,	which	as	Wilson	 (2011,	
129)	argues	'creates	a	site	of	power	for	the	dominant	voice.'	For	the	commonly	held	view	
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in	 contemporary	 children’s	 literature	 scholarship	 is	 that	 (war)	writing	 for	 children	 is	




























Education,	 Dr	 Jet	 Bussemaker,	 exclaimed	 passionately	 during	 an	 interview,	 when	 I	
confronted	her	with	her	overseas	colleague	Mr	Gove’s	claims.72	Bussemaker’s	diametric	
opposition	to	Gove	illustrates	that	for	politicians,	there	is	much	at	stake	when	they	seek	
to	 influence	 the	 formation	 of	 cultural	memory	 in	 education.	 As	 Kim	Wilson	 (2011,	 8)	
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explains:	 political	 ‘discourses	 on	 war	 in	 historical	 fiction	 for	 children	 play	 a	 part	 in	
deciding	what	history	will	be	remembered	and	how	that	history	might	be	critiqued.’	As	I	
have	 shown,	 Jay	 Winter	 (2013)	 goes	 so	 far	 as	 to	 claim	 that	 decades	 of	 teaching	 the	
canonical	poetry	of	Owen	and	Sassoon	was	responsible	for	a	language	of	‘quasi-pacifism’	
that	still	endures	in	Britain	today.	It	is	this	presumed	legacy,	an	inheritance	of	the	single-
minded	 focus	 of	 ‘left-wing’	 literature	 in	 British	 education	 on	 war,	 that	 the	 British	
Secretary	of	State	for	Education	criticises,	and	the	way	this	legacy	has	now	trickled	down	





























fight	 the	 rise	 of	 anti-Semitism	 in	 the	Netherlands.	 Key	 to	 this	 battle,	 according	 to	 the	
Minister,	are	those	she	addressed:	teachers.		
	
Teaching	 about	 the	 Holocaust	 can	 be	 very	 challenging	 for	 teachers	 in	
primary	and	secondary	education.	It	seems	that	some	teachers	are	afraid	to	
















historian),	armed	with	Biesta	 to	 fuel	my	educational	vision	 (educational	 theorist),	 and	
with	 the	daily	practice	 to	 intervene	 in	(teacher),	 I	ask	my	teacher-reader	 to	 follow	me	
through	 this	new	chapter	 in	my	exploratory	 literary	quest.	Taking	a	 ‘beautiful	 risk’	 as	
















after	 their	 famous	victory	at	 the	Battle	of	Bannockburn	 in	1314.	Cause	enough	 for	yet	





It	 was	 against	 this	 backdrop	 that	 my	 pupils	 paid	 a	 visit	 to	 Scotland’s	 ‘sites	 of	
memory’	and	‘sites	of	mourning’	(Winter	1995).	At	the	heart	of	Fast	Lane	English	lies	the	
didactic	philosophy	that	cultural	immersion	through	task-based	learning	exercises	leads	
to	 giant	 leaps	 in	 foreign	 language	 acquisition.	 Task-based	 learning	 ‘adopts	 meaning-
based,	 communicative	 tasks	 as	 the	 central	 unit	 for	 defining	 language	 learning	 needs,	
determining	 curriculum	 goals,	 designing	 activity	 in	 the	 (language)	 classroom,	 and	
















our	 land,’	 now	 eternally	 inscribed	 in	 the	 so-called	 ‘Rotunda	monument’	 at	 Scotland’s	






who	 take	me	most	 to	heart.’77	With	 the	 tune	of	 John	Francis	Wade’s	 (1711-1786)	carol	




epic	 war	 poem	 The	 Iliad,	 not	 only	 confirms	 the	 status	 of	 Bannockburn	 in	 Scotland’s	
cultural	 memory,	 but	 also	 portends	 its	 undying	 future.	 Because	 ‘we	 are	 constantly	
reminded	that	“we”	live	in	nations	“our”	identity	is	constantly	being	flagged’	(Billig	1995,	


























































group	 of	 seasoned	 students	 from	 this	 former	 Scottish	 battlefield	 had	 considerable	
benefits.	Their	outstanding	application	of	the	ICT	based	task	proved	them	to	be	amongst	
the	most	excellent	English	 learners	at	our	school.	Happy	 to	attend	 the	extra	 lessons	 it	
would	 need	 to	 prepare	 for	 their	 extra-curricular	 film-task	 on	 the	 cultural	memory	 of	
World	War	 II	and	 the	road	 to	Bergen-Belsen	on	 the	go,	 I	ventured	 to	draw	upon	 their	
experience	to	help	shape	the	task	ahead.	The	Scots	were	inventing	tradition	(Hobsbawm	
1983,	1)	by	their	attempt	at	creating	a	‘prosthetic	memory’	upon	the	literary,	political	and	





















and	 happy	 boisterousness	 but	 are	 still	 cackling	 with	 bewitching	 energy	 all	 the	 same.	
‘We’re	just	passing	Camp	Westerbork	to	the	right	of	us,’	I	say,	as	we	neared	the	German	
border.	‘Anne	Frank’s	final	stop	in	Holland	after	her	arrest.’	My	pupils	shift	uncomfortably,	
























pattern	 of	 muting’	 which	 surrounds	 children’s	 representations	 of	 the	 Holocaust	
(Goodenough	 and	 Immel	 2008,	 13).	 Fictions	 such	 as	 these	 could	 lead	 to	 a	 ‘gross	
misunderstanding	of	the	nature	of	Anne’s	fate’	(Abramovitch	2012,	168),	and	my	pupils’	























Their	 end-product	 I	 designed	 to	 be	 a	 short	 film-diary	 ending	 to	 The	 Diary,	 by	



























should	 be	 avoided	 (Hopkins	 2014,	 118).	 In	 other	 words,	 by	 strongly	 advocating	 the	
inclusion	of	pupils	in	the	wide	variety	of	21st	century	(war)	literature	curricula	I	establish	
in	 this	 book,	 it	 is	 important	 to	 realise	 this	 engagement,	 though	 established	 on	 an	
individual	basis,	is	nevertheless	a	group	process.		
Moving	away	 from	a	neo-liberalist	view	of	 individual	responses,	 I	am	with	Gert	




and	 the	 ‘sites	 of	 memory’	 and	 ‘sites	 of	 mourning’	 (Winter	 1995)	 around	 Ypres,	 for	
example,	are	mostly	composed	in	duos	and	are	all	presented	to	the	entire	class.	Likewise,	
































‘axiomatic’	dictum	was	 interpreted	 in	a	variety	of	ways,	 as	 an	 ‘admonition	 (beware	of	
writing	poetry),	sometimes	a	directive	(poetry	ought	not	to	be	written),	sometimes	simply	
a	diagnosis	 (poetry	 cannot	be	written).’	 In	 a	 sense,	 it	 has	become	 impossible	 to	write	
poetry,	i.e.	to	create	art,	after	Theodor	Adorno.	The	Holocaust	is	an	‘“event	at	the	limits,”’	
which	‘tests	our	traditional	conceptual	and	representational	categories’	(Saul	Friedländer	
(1992,	 3).	 In	 the	 light	 of	 the	 grand	 scale	 failure	 of	 both	 literary	 and	 historical	







































from	 the	 Holocaust,	 something	 which	 he	 calls	 an	 ‘unshakeable	 conviction’,	 he	 writes	
vehemently,	and	one	we	need	to	drop.	Yet	on	the	cover	of	the	2002	edition	of	The	Diary,	


















Yet	 unlike	 Anne,	 my	 pupils	 have	 not	 been	 locked	 up	 in	 a	 small	 space	 in	 occupied	
Amsterdam	for	more	than	two	years,	constantly	aware	and	in	fear	of	discovery	and	the	
terrible	 end	 this	 would	 entail,	 despite	 Otto	 Frank’s	 claim	 his	 daughter	 was	 happy	 in	
Westerbork,	halfway	to	Auschwitz.	The	in-class	intervention	I	made	was	to	set	them	as	a	
task	 to	pinpoint	 the	magical	moments	 from	 the	book	every	 fortnight,	discussing	 these	
moments	with	the	group	in	reaction	to	Weissman.	Following	the	chronology	of	The	Diary	
in-class,	the	out-of-class	intervention,	creating	their	own	film	from	their	fieldtrip	to	the	
gates	 of	 concentration	 camp	 Bergen-Belsen,	 would	 provide	 an	 ending	 to	 the	 in-class	
intervention:	Anne’s	story	beyond	her	diary.	
‘But	that’s	a	book	for	children,	sir,’	Egbert	exclaimed,	while	Hubert	just	sighed	and	
mumbled	 ‘oh	 no	 not	 a	 book’	 quietly	 to	 himself.	 These	 were	 the	 first	 disheartening	












Sande,	 and	Arends’	 four	 boxes.	 The	 last	 one,	 intrinsic	motivation,	 I	 hoped	 this	 icon	 of	
Dutch	 cultural	memory	would	 spark	 off.	 Upon	 the	 outset,	 however,	 it	 did	 exactly	 the	
opposite.		
Though	many	of	the	‘Semi-Matured’	were	not	averse	to	reading	books,	none	were	
motivated	 to	 read	 this	novel	 they	all	 associated	with	 childhood	and	 their	own	 time	at	
primary	school,	far	removed	from	the	young	adults	they	now	considered	themselves	to	
be.	After	all	those	years	of	having	been	drugged	with	The	Diary,	 it	seemed	these	VWO-
pupils	 were	 suffering	 from	 ‘empathy	 fatigue,’	 a	 ‘numbness’	 that	 ‘is	 a	 form	 of	 self-
protective	disassociation’	(Dean	2004,	1).		Adding	to	the	prognosis,	my	pupils	might	also	
be	suffering	from	‘Holocaust	dissociation,’	no	longer	feeling	any	‘special	commitment	to	
commemorating	 or	 “witnessing”	 this	 part	 of	 the	 distant	 past’	 (Weissman	 2004,	 7).	
Questioning	their	present	reluctance	to	engage	with	Anne	Frank	and	the	Holocaust	my	
pupils	protested.	They	explained	they	had	“watched	the	film	and	read	the	book,”	they	felt	








Berryman	 (2013,	 48)	 argues,	 The	 Diary	 has	 been	 ‘valued	 for	 reasons	 comparatively	
insignificant.’	 By	 the	 time	 Berryman	 wrote	 his	 acclaimed	 essay,	 in	 the	 midst	 of	 the	
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simplified	 international	 moral	 compass,	 a	 sentimental	 pedagogic	 medicine	 for	 good	









‘reread	 the	 diary’	 with	 ‘even	 more	 powerful	 feelings	 than	 before	 but	 now	 highly	
structured’	 (Berryman	 2013,	 47-48).	 Here	 lies	 the	 key	 to	 ticking	my	 pupil’s	 last	 box:	
getting	them	intrinsically	motivated	to	re-read	The	Diary,	forcing	them	to	view	the	past	it	
portrays	 as	 a	 foreign	 country,	 ready	 for	 their	 exploration.	 Intervening,	 I	 set	 them	 the	
combined	 task	 to	 seeking	 so-called	 magical	 excerpts	 from	 this	 educational	 icon,	 yet	
avoiding	Weissman’s	‘sugar-coat,’	but	adding	Berryman’s	challenge.	My	intervention	is	a	
variety	 on	 what	 Walter	 Benjamin	 (Erll	 2011,	 22)	 terms	 reading	 ‘against	 the	 grain,’	
challenging	them	to	reread	and	find	the	literary	moments	in	the	war	narrative	set	loose	




boxes	 according	 to	 Van	 Steensel,	 Van	 der	 Sande	 and	Arends,	 (2017)	 namely	 ‘intrinsic	







film	 venturing	 beyond	 the	 narrative	 boundaries	 of	 The	 Diary.	 In	 preparation,	 each	
fortnight	 would	 be	 spent	 reporting	 to	 me	 about	 their	 selection	 of	 so-called	 ‘magical	






In-Class Intervention: Selecting The Diary’s Magic Moments	
I	 hoped	 my	 pupils	 in	 the	 extra-curricular	 class	 would	 break	 beyond	 the	 sentimental	
epigrammatic	nature	of	Anne’s	narrative	 legacy,	as	 it	was	embedded	in	their	collective	
memories,	so	they	could	discover	the	reasons	why	a	German	born	girl	of	German	parents	




and	scope,	broadening	 the	narrative	width	of	our	 journey	was	necessarily	 limited.	Yet	
tracing	 the	 footsteps	 of	 this	 teenage	 civilian	 diarist	 eastwards	 we	 were	 bound	 to	
encounter	those	of	journalists	and	soldiers	(poets)	who	travelled	in	the	same	direction	in	
1945	as	my	pupils	were	doing	some	70	years	 later.	The	group	of	eleven	pupils	 looked	
forward	 to	encountering	other	stories	 than	 the	 iconic	voice	 they	had	been	brought	up	
with,	especially	from	a	road	that	had	not	been	taken	by	any	before	in	their	team.	They	

















Magic Moment I 



















Moreover,	 anti-Jewish	 restrictions	 had	 gradually	 become	 more	 tangible	 in	 the	
Frank	family	and	Anne’s	daily	life,	closing	the	net	more	and	more	tightly	around	all	Jews	
















‘Representations	 of	 war	 are	 inherently	 anxiogenic,’	 I	 read	 out	 to	 my	 pupils.	 It	
‘resists	depiction,	and	does	so	in	multifarious	ways’	–	turning	to	McLoughlin	(2011,	6-7)	
for	literary	theoretical	support	in	the	classroom.	In	this	sense,	I	explained,	Anne	Frank’s	











































the	 literary,	 though	 as	 such	 still	 firmly	 rooted	 as	 a	 ‘fixed	 point’	 in	 cultural	 memory	










my	diary.	 Just	 imagine	how	interesting	 it	would	be	 if	 I	were	to	publish	a	
novel	about	the	Secret	Annexe.	The	title	alone	would	make	people	think	it	







the	 enormous	 potential	 (children’s)	 narratives	 of	 war	 have	 on	 a	 nation’s	 collective	
cultural	memory;	Bolkestein,	Gove	and	Bussemaker	are	no	exception.	It	goes	to	show	once	
again	 that	 literature	 and	 the	 politics	 of	memory	 are	 intricately	 interwoven	with	 each	
other.	 The	 appropriation	 of	 this	 children’s	 narrative	 by	 the	 Dutch	 as	 a	 symbol	 of	
innocence,	 of	 resistance,	 one	 marked	 even	 by	 what	 David	 Wertheim	 explains	 are	 its	
‘religious	 overtones,’	 must	 therefore	 be	 analysed	 with	 some	 scepticism.	 Anne	 Frank,	
Wertheim	(2009,	158)	argues,	 ‘has	become	a	source	of	moral	and	religious	values	–	of	
meaning	–	and	has	sometimes	literally	been	described	as	a	saint.’	It	has	been	argued	that	
the	 process	 of	 re-narrativisation,	 most	 notably	 the	 first	 and	 most	 successful	 theatre	
version	to	date	(Goodrich	&	Hackett),	The	Diary	and	its	young	refugee	writer	have	been	
subject	 to	 Americanisation.	 It	 has	 subsequently	 become	 a	 truly	 transnational	 war	
narrative:	The	Diary	and	its	German-born	author	have	been	appropriated	by	the	Dutch	
and	mostly	by	Americans	as	a	symbol	of	innocence	and	hope	after	death.	It	has	turned	
into	 education’s	 global	humanist	Bible	of	 ethical	 and	 cultural	 values	 (cf.	 Stephens	 and	







stimulated	 to	 download	 the	 ‘Anne	 Frank	 App’	 to	 help	 guide	 them	 through	 the	 Dutch	
capital.87	How	different	this	21st-century	welcome	for	tourists	is,	to	that	of	the	very	few	
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surviving	 Jews	upon	 their	 return	 to	Amsterdam,	 after	 the	 horrors	 of	 the	Holocaust	 in	
Auschwitz	or	Bergen-Belsen.	During	the	Second	World	War	close	to	75%	of	Dutch	Jews	
were	deported.	 In	 fact,	 ‘the	Netherlands	 is	 the	only	Western	European	country	whose	
rates	of	Jewish	deportation	and	murder	resemble	those	of	an	Eastern	European	country’	
(Wolf	2007,	55).	The	 few	who	returned	 to	 their	houses,	 like	Otto	Frank	hoping	 for	an	
unlikely	 reunion	with	 their	 kin,	 often	 found	 them	 occupied.	Most	 of	 those	who	 could	
reoccupy	their	house	were	sent	a	huge	bill	for	outstanding	hereditary	tenure	fees	to	the	
Amsterdam	municipality,	plus	an	extra	fine	for	late	payment.88		
‘A	 likely	 candidate	 for	 the	 explanation	 of	 the	 high	 victimisation	 rate	 in	 the	
Netherlands,’	Marnix	Croes	(2006,	494)	explains,	‘is	the	ferocious	hunt	for	Jews	in	hiding	
in	some	parts	of	this	country.’	Like	Anne	Frank’s	betrayer,	these	Dutch	collaborators	and	
Nazi	 informants	 received	 7.5	 guilders	 per	 Jew	 they	 gave	 up,	 and	 some	 of	 them	made	
thousands	of	 guilders	 from	 this	 line	 of	work	 (Van	Liempt	2016).	Whereas	 the	 “World	
Holocaust	 Remembrance	 Center	 Yad	 Vashem”	 in	 Jerusalem	 highlights	 the	 tragic	 and	
wholesale	betrayal	of	Jews	in	the	Netherlands,	back	in	the	Netherlands	it	is	a	part	of	Dutch	









shape	 the	 canon	 and	 its	 ability	 to	 create	 ‘collective	 identities,’	 to	 legitimise	 ‘political	
power’	and	to	uphold	‘value	systems,’	in	the	words	of	Astrid	Erll,	this	story	contributes	to	
re-writing	the	Dutch	memory	of	World	War	II	from	a	narrative	of	compliant	witnesses	to	
innocent	 suppressed.	 The	 ‘inherent	 didacticism’	 (Myers	 2008)	 and	 ‘ideological	 tenor’	




























It	 is	 clear	 from	 the	 start	 that	by	pinpointing	 this	particularly	painful	 episode	 in	Dutch	
history,	 some	of	my	pupils	 are	 looking	 for	a	 fight.	Egbert	gets	 really	 fired	up	over	 the	
current	tides	of	turmoil	and	the	rise	of	populism	in	the	Netherlands	and	the	rest	of	Europe,	
as	nations	creak	and	bend	under	the	strain	of	the	biggest	surge	of	immigrants	since	World	

















is	 too	 easy	 to	 “compare	 people	who	 are	 concerned	 about	 these	 issues	 to	 Dutch	 anti-













part	 of	 Gary	 Weissman’s	 research.	 Weissman	 (2004,	 12)	 stresses	 the	 dangers	 of	
‘sweetening’	the	Holocaust,	as	well	as	the	danger	of	‘trivializing’	and	‘universalizing’	the	
Holocaust.	Whereas	‘trivializing’	the	Holocaust	occurs	when	the	narrative	fails	‘to	honour	
the	 gravity	 or	 magnitude	 of	 the	 Nazi	 genocide,	 […]	 universalizing	 occurs	 when	 the	
historical	specificity	of	the	Nazi	persecution	of	the	Jews	is	compromised	or	neglected’.	In	
this	way,	Weissman	explains,	‘the	Holocaust	is	divested	of	its	historical	specificity	in	order	
to	 be	 valued	 as	 a	 symbol	 or	 archetype’	 (ibid.).	 My	 pupils	 had	 used	 Egbert’s	 excerpt,	




especially	when	the	text	 in	question	is	novel	size	and	length,	 is	to	create	that	 ‘intrinsic	
motivation’	 for	 pupils	 to	 read.	 The	 Catch-22	with	war	 texts,	 and	Holocaust	 narratives	
specifically,	is	that	motivation	is	often	achieved	through	students’	identification	with	the	
narratives’	 subject,	 setting	and	characters.	Yet	 this	 is	precisely	what	Weissman	argues	
leads	to	a	‘universalized’	version	of	the	Holocaust.	The	central	question	to	the	paradox	is	
whether	students	need	to	know	‘about	the	when,	where	and	why	of	the	Holocaust	in	order	

























candle.	He	was	 adamant:	 there	was	 to	be	no	 light.	 Suddenly	we	heard	 a	
burst	 of	 machine-gun	 fire,	 and	 that’s	 ten	 times	 worse	 than	 anti-aircraft	
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First	World	War	narratives,	 as	 far	 as	 the	Second	World	War	was	 concerned,	 the	best-
selling	book	was	not	written	by	a	soldier	but	by	a	civilian.	The	noise	of	war	rages	right	
above	Anne	Frank’s	bedroom,	giving	her	‘bags	under	her	eyes	from	lack	of	sleep’	(Frank	
2002,	 98).	McLoughlin	 (2011,	 23)	 explains	 that	 ‘conflict	 announces	 or	 expresses	 itself	
through	 noise	 and	 commotion,’	 and	 this	 clamour	 of	 war	 is	 no	 longer	 confined	 to	 the	








the	dull,	distant	drone	 that	 signified	 the	approaching	destruction,’	Anne	writes	 (Frank	





















the	 students	 I	 taught	were	drawn	 like	moths	 to	 the	 flame	of	war	 stories’	 portrayal	 of	
violent	noise,	 as	 I	 have	 shown	 in	 the	 earlier	 chapter,	 for	 example,	 to	First	World	War	
combat	poet	Robert	Nichols’s	‘rage	to	kill’	amid	the	‘hurricane	of	shell’	in	his	trench	poem	
‘The	 Assault’	 (1918,	 58-59).	 This	 first	 selection	 of	 ‘magical	 moments’	 confirmed	 that	
teenagers	 are	 not	 at	 all	 averse	 to	 a	 role	 as	 voyeurs	 of	 violence.	 Consciously	 and	
unconsciously,	they	seek	out	pockets	of	war	action,	even	in	this	supposedly	uneventful	
children’s	war	story.		




by,	 then,	 answering	 Abramovitch	 question,	 ‘empathizing	with	 Anne’	 does	 not	 prevent	
them	from	coming	to	terms	with	the	realities	of	a	life	in	hiding	in	a	city	at	war.	In	fact,	my	
teenagers	actively	search	for	those	‘few	events’	that	do	interest	them,	and	the	results	are	
remarkably	 violent.	 Thus	 the	 ‘shift	 away	 from	 the	 idea	 that	 young	 readers	 should	 be	
protected	from	evil’	seems	to	have	the	wholehearted	support	of	my	perusing	pupils	(K.	












 Out-of-Class Intervention Stopping Point II: The Road to Liberation  	




1998,	 190).	 This	 I	 hoped	would	 both	 prepare	my	 pupils	 to	 their	 impending	 visit	 and	
somehow	guide	their	eagerness	to	becoming	the	voyeur,	a	wish	I	had	also	witnessed	when	
I	introduced	students	to	the	graphic	horror	of	First	World	War	combat	poetry.	One	way	
of	 doing	 this	 is	 by	 ‘multiplying	 voices’	 of	 the	 Second	 World	 War	 and	 the	 Holocaust	





































Looking	 for	clues	 to	 finding	Anne	Frank,	accounts	 like	 these	 from	war	reporter	
Dimbleby,	however	shocking	the	glimpse	of	 the	girls’	picnic	was,	gave	them	a	sense	of	












The	 irony	 is	 that	 the	remediated	story	of	Anne	Frank,	 though	touching	millions	
globally,	was	ultimately	a	narrative	that	inspired	what	Gary	Weissman	(2004,	12)	termed	




educational	basis,	 the	 ‘sentimentality’	of	The	Diary	 had	become	 the	 ‘normative	 status,’	
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(Rawlinson	2007,	114).	Anne	Frank’s	diary	had	taught	my	students	that	they	‘need	not	
know	 much	 about	 the	 when,	 where	 and	 why	 of	 the	 Holocaust	 in	 order	 to	 grasp	 its	
significance	as	a	moral	paradigm’	(Weissman	2004,	13).	However,	reintroducing	them	to	
the	diary	in	this	later	stage	of	their	teenage	years,	as	well	as	involving	them	in	the	societal,	





Their	 initial	 antipathy	 to	 reading	 this	 icon	 of	 children’s	 war	 literature	 had	
dissipated,	 and	 I	 had	managed	 to	 turn	 their	 relatively	 huge	 prior	 knowledge	 of	 Anne	
Frank’s	diary	in	all	 its	forms	into	the	driving	motivational	force	to	complete	their	film-
task.	Now	hoping	to	get	even	closer	to	understanding	what	Anne	went	through,	especially	
after	 the	story	they	knew	so	well	ends	abruptly	 in	 the	summer	of	1944,	 the	task-team	
pupils	were	making	huge	efforts	‘to	feel,	to	experience	something,	whatever	would	enable	
[them]	to	overcome	[their]	sense	of	estrangement	from	the	Holocaust	past,’	(Weissman	






Holocaust.	 I	was	 forced	 to	open	 the	archive	up	ever	 so	 slightly,	 to	unlock	 the	 ‘combat	
gnostic’	narratives	testifying	to	the	horror	of	travelling	in	Anne’s	footprints.			
During	 the	Second	World	War,	 ‘the	catastrophic	effects	of	aerial	bombardment,	












after	 the	 Second	 World	 War	 had	 ended,	 ‘became	 the	 emblematic	 wartime	 child,’	
(Trumpener	2016,	506),	and	the	canonical	author	of	World	War	II.	
	












exactly	 that	 way	 about	World	War	 I	 two	 years	 into	 that	 war.	 The	 real	 issue	 at	 hand	







poets	 to	 reticence,	 it	 is	no	 surprise	when	Hölbling	estimates	 ‘between	1500	and	2200	
American	World	War	II	novels’	to	have	been	written	about	‘“the	good	war”	as	the	Second	
World	War	came	to	be	known’	(Hölbling	2009,	209).	Having	such	vast	amounts	of	novels	
at	my	disposal	was	no	help,	 for	my	pupils’	 time	and	motivation	were	not	 on	my	 side.	




minutes	 long.	 Put	 simply,	 ‘poetry	 tends	 to	 be	 short,	 self-contained,	 and	well	 suited	 to	
practising	linguistic	and	stylistic	analysis.’93	Despite	these	benefits,	I	am	surprised	to	find	
there	 is	 a	 ‘widespread	 ignorance	of	 Second	World	War	poetry,’	which	 Jon	Stallworthy	
(2014,	 xxxv)	 argues	 is	 a	 ‘curriculum	 imbalance	 that	 educationalists	 should	 urgently	
correct.’	Although	Stallworthy	declines	to	swallow	his	own	medicine,	for	the	vast	majority	
of	 his	 anthology	 selection	 consists	 of	 First	World	War	 poems,	 I	 have	 been	 given	 the	
academic	incentive	to	add	poetry	to	my	pupils’	path	to	Bergen-Belsen.			
For	all	the	Second	World	War	poets’	supposed	reticence	there	is	‘an	abundant	body	
of	 poetry’	 available	 (Hölbling	 2009,	 209).	 In	 fact,	 Diederik	 Oostdijk	 (2011,	 3)	 argues,	
‘World	War	II	poets	are	believed	to	have	been	silent,	but	were	actually	extremely	prolific,’	
something	 he	 calls	 the	 ‘strange	 paradox’	 of	 World	 War	 II	 poetry.	 For	 ‘American	
experiences	 of	 the	 Second	World	War,’	 Hölbling	 (2009,	 212)	 argues,	 ‘provided	 ample	




Anthony	 Hecht	 (1923-2004)	 marched	 through	 defeated	 Germany	 to	 discover	 its	











of	 his	 own	 experiences	 liberating	 Flossenbürg	 concentration	 camp	 with	 stories	 of	
Holocaust	survivors.94	

















to	 the	 remembrance	 of	World	War	 II	 in	 the	Netherlands,	 is	 that	Dutch	 forces	 did	 not	
liberate	 Holland	 (Hondius	 2010,	 213-14).	 In	 fact,	 extremely	 few	 Dutch	 soldiers	 were	
involved	 in	 the	war,	with	 just	 twelve	hundred	soldiers	of	 the	 ‘Prinses	 Irenebrigade’	 in	
active	service,	and	even	this	unit	merely	performed	a	symbolic	function.	These	combined	
factors	 have	 inhibited	 history	 writing	 from	 a	 Dutch	 national	 perspective	 (ibid.).	 By	
necessity,	Dutch	 literary	 input	was	provided	by	civilians	 living	 in	occupied	Holland,	of	




that	encapsulates	 the	horror	of	Nazi	Germany’s	 cruelty.’	As	 the	plot	evolves,	 the	 ‘Pole’	
refuses	to	comply	with	the	order	and	is	told	to	‘change	places	with	the	Jews’,	only	to	be	
dug	out	again.	Both	Jews	are	finally	buried	alive	and	the	Pole	is	‘shot	in	the	belly’	(Hecht	

















to	 come,	 God	 importantly,	 Owen’s	 ‘mockeries’	 run	 cleverly	 parallel	 to	 Hecht’s	 never	
sounding	 ‘prayers,’	 a	 mockery	 like	 Owen’s	 later	 prayers	 and	 his	 ‘bells’	 not	 sounding	
























hammers	 home	 to	 them	 what	 ‘the	 final	 solution’	 meant	 for	 the	 young	 heroine	 who	
captured	the	hearts	of	millions.		
	



















pupils	 were	 irresistibly	 drawn	 to	 both	 Hecht’s	 ‘confrontational’	 narrative	 to	 break	
through	the	sugar-coated	layer	so	often	provided	to	children’s	war	narratives	to	soften	
the	blow	of	horror.	Lawrence	L.	Langer	argues	that	there	is	a	need	to	‘use	other	narratives	
to	 amplify	Anne	 Frank’s	 diary’	 (Langer	 1998,	 190).	 The	 out-off-class	 intervention	 had	
done	 exactly	 this,	 juxtaposing	 the	 poets,	 reporters	 and	 ego-documents	 of	 the	 road	 to	























the	 site	 of	 tragedy.	 ‘But	 it’s	 so	 peaceful	 here,’	 Andries	 whispered,	 Egbert	 adding	 ‘it’s	
beautiful,’	some	of	the	few	words	spoken	as	they	walked	mutely	across	the	grassy	fields	
along	the	path	to	where	the	disease	ridden	and	over-crowded	barracks	had	stood,	one	of	






final	 stop.	 Reflecting	 on	 their	 experience,	 their	 expectations,	Winter’s	 admonition,	 the	
camera	 started	 rolling	 and	 one	 by	 one	 they	 broke	 down,	 some	 refused	 to	 speak	 and	















My	 task	 team	was	 in	crisis.	Nothing	 in	 their	 life-long	education	about	Anne	Frank,	 the	
Second	World	War	and	the	Holocaust	had	prepared	them	for	this.	Dienke	Hondius	(2010,	






The	 Diary	 turned	 out	 to	 be	 a	 powerful	 weapon	 for	 their	 children,	 who	 in	 their	
revolutionary	wake	applied	its	power	as	a	moral	paradigm	in	the	maelstrom	of	protests	
against	the	Vietnam	War,	the	50-year	commemoration	of	what	Ian	Parsons	termed	the	
‘Holocaust	 of	 the	 Somme’	 and	 as	 accusation	 against	 their	 parents	 generation	 of	
perpetrators.	
Thus,	 the	 Holocaust	 attaches	 itself	 as	 a	 ‘floating	 signifier	 to	 historically	 very	
different	 situations,’	 (Huyssen	 2003,	 99).	 The	 ‘60s	 surge	 of	 First	 World	 War	 poetry	
anthologies	and	their	use	in	British	classrooms	might	well	have	been	influenced	by	the	
delayed	literary	reaction	in	response	to	the	Holocaust.	‘It	is	twenty	years	now,	Father.	I	




as	 catalyst	 to	 a	 surge	 in	World	War	 II	 and	Holocaust	 representations.	 Together	 these	
pathos	formula	war	narratives	proved	their	incredible	power	when	applied	in	education.	
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has	 to	 ‘live	 through	a	crisis,’	 for	 ‘both	are	called	upon	to	be	performative,	and	not	 just	
cognitive’	 (ibid.).	 These	 pupils	 who	 now	 found	 themselves	 in	 a	 former	World	War	 II	




Showing	my	pupils	 the	 larger	 literary-historical	and	cultural	significance	of	The	


























children,	such	as	Anne	Frank’s	 literary	footsteps	and	the	 legacy	 it	had	 in	the	collective	
cultural	memory	of	my	pupils.		The	harsh	and	brutal	‘costs’	and	‘truths’	of	combat	poet	
Hecht	 and	war	 reporter	Dimbleby	 confronted	with	 the	 endgame,	 notwithstanding	 the	
physical	reality	of	a	former	concentration	camp.	For	my	pupils	this	had	transformed	the	
diary’s	 legacy	 into	 something	 ultimately	 more	 brutal.	 It	 shows	 that	 the	 equivocal	
distinctions	between	adult	war	literature	and	children’s	war	literature	are	blurred:	adult	
Holocaust	 literature	 and	 spatial	 narrative	 of	 a	 Nazi	 concentration	 camp	 enable	 this	
children’s	 narrative	 to	 be	 reappraised	 and	 give	 voice	 to	 the	 pages	 that	 have	 been	 left	
blank.	What	this	chapter	has	hoped	to	show	is	that	the	ideals	of	children’s	narratives	don’t	
stick.	 It	 is	 the	 ‘ur-terror’	 adults	 tend	 to	 ‘pussyfoot’	 around,	 quoting	 Lore	 Segal,	which	
attract	 and	 lures	 teenagers,	making	 a	 lasting	mark	upon	 their	memories.	 It	 is	 the	 ‘ur-
terror’	of	Owen’s	gas-attack	 in	 ‘Dulce	et	Decorum	Est’	 as	well	as	 the	deeply	 imbedded	
terror	of	The	Diary	uncovered	via	my	pupil’s	magic	moments,	which	continue	 to	draw	
pupil	 readers	 to	 war	 narratives.	 In	 the	 next	 chapter	 my	 teacher-reader	 will	 discover	
whether	the	same	holds	true	when	pupils	watch	movies	portraying	the	ur-terrors	of	the	
Vietnam	War.		
This	 chapter	 set	 out	 to	 take	 yet	 another	 qualitative	 analytical	 step	 beyond	 the	
boundaries	of	First	World	War	poetry,	and	into	the	realm	of	a	different	war,	a	different	






strengthened	 pupil’s	 autonomy,	 activated	 their	 intrinsic	 interests	 and	 addressed	 their	
social	 motivation	 (Van	 Steensel,	 Van	 der	 Sande	 and	 Arends	 2017).	 Given	 the	 low	
motivation	on	the	outset	of	the	extra-curricular	course,	and	the	tantalising	supposition	
that	 Owen’s	 poetry	 and	 Anne	 Frank’s	 diary	 are	 both	 adult	 stories	 read	 by	 children,	
confounding	 the	 boundaries	 of	 genre	 even	 more,	 the	 next	 chapter	 promises	 to	 offer	
similar	 literary	 solutions	 to	pupils	 in	bigger	 turmoil	 and	 lower	 in	motivation	 than	 the	
students	portrayed	here.	Crossing	over	into	yet	another	era	and	war,	namely	the	Vietnam	
war,	 and	 to	 its	 ‘natural	 form’	 of	 narrative	 output,	 quoting	McLoughlin	 (2011),	 namely	
Vietnam	 war	 movies,	 I	 will	 analyse	 their	 pearls	 and	 pitfalls	 when	 applying	 them	 in	
education.				
Exposing	 children	 to	 war	 and	 its	 horrors,	 the	 flipside	 of	 tenderness,	 as	 an	






Holocaust,	 ‘they	 are	 obliged	 to	 open	doors	 of	 impossibility,	 an	 equally	 compelling	 but	
more	 arduous	 task,	 because	 the	 obstacles	 to	 gaining	 entrance	 are	 so	many,	 the	 usual	
rewards	so	few’	(L.	Langer	1998,	198).	All	we	can	do,	teachers	and	pupils	alike,	is	take	the	
medicine	and	testify.	Taking	the	beautiful	risk	was	terrifying,	yet	having	done	so	I	hope	to	



























































































Things	 fell	 apart	 right	 from	 the	 start.	 Unceremoniously	 shacked	 up	 in	 a	 different	
classroom	than	my	own,	the	lights	failing,	the	last	rays	of	November	sunlight	blocked	by	











and	a	 few	girls,	 in	 twos	and	 threes,	 silently	 file	 in	as	 if	on	 their	mournful	way	 to	 their	
funerals	instead	of	an	afternoon	lesson	of	English.		
It	was	Monday	morning,	 the	 first	day	at	 school	 after	 the	Paris	 terror	attacks	of	
Friday	13	November	2015.	What	had	been	a	Parisian	evening	out	enjoying	football,	music	
and	 dinner	 turned	 into	 a	 nightmare	 attack	 by	 Islamic	 State,	 killing	 130	 people	 and	
wounding	many	more.101	The	shock	of	 the	deadliest	attack	 in	France	since	 the	Second	















jogged	my	memory.	How	would	 I	be	able	 to	help	explain	 ‘the	way	 [they]	 see	all	 these	
things	 in	 [their]	head[s],’	 I	wondered,	 if	 I	 couldn’t	 stop	 this	class	 from	clawing	at	each	
other	during	an	everyday	English	grammar	lesson?104	I	was	just	back	from	this	mission	
for	 the	Dutch	Secretary	of	State	 for	Education,	addressing	war	and	the	Holocaust	with	





























dazedly:	 ‘why	 aren’t	 we	 silent	 for	 those	 attacks	 in	 Beirut?’	 –	 provide	 information	 –	
Marinus:	 ‘cause	we	 live	 in	 Holland,	 idiot,	 we	 need	 to	 defend	 our	 country.’	 Ivo:	 ‘racist	
asshole.’	 Jan:	 ‘those	French	flags	on	Facebook	are	hypocritical.’	Sjoerd:	 ‘why	man,	have	
you	no	respect?’	–	emotions	are	good,	facts	are	better	–	Marinus:	‘it’s	gonna	happen	here,	
then	see	how	you	feel.’	Sjoerd:	‘yeah	Abbas,	any	plans?’	Ivo:	‘leave	Ab’	alone	you	fucking	











my	 narratives	 of	 conflict	 before,	 when	 I	 put	 The	 Diary	 of	 a	 Young	 Girl	 on	 the	 extra-
curricular	 program	 of	 a	 pre-selected	 group	 of	 high	 achieving	 Vwo-pupils.	 Yet	 their	
curricular	 confrontation	 with	 this	 canonical	 war	 narrative	 has	 shown	 that	 pupils	




















I	 knew	 I	 could	 rely	 on	 literary	 tools	 to	 address	 the	 tensions	 the	 ‘Paris-lesson’	 had	
uncovered.	I	needed	to	design	the	right	literary	intervention	and	choose	the	right	gateway	
war	narratives	to	facilitate	a	discussion	relevant	to	this	‘fight-class’’	current	predicament.	
As	 I	 will	 show	 in	 further	 detail	 in	 this	 chapter,	 adding	 Vietnam	 War	 movies	 to	 the	
educational	curriculum	serves	various	goals.	Firstly,	 it	 lets	pupils	be	introduced	with	a	
war	 and	 its	 dominant	 narrative	which	 has	 hitherto	 been	 ignored,	 in	 Dutch	 education	
certainly,	 but	 also	 on	 a	 broader	 global	 scale.	 Secondly,	 by	 adding	 war	 movies	 to	 the	
curriculum	I	wish	 to	open	up	 traditional	English	curricula	 in	 the	Netherlands	and	add	
visual	literacy	to	the	teaching	goals,	as	well	as	open	up	possibilities	for	inter-disciplinary	











but	 not	 in	 the	 literary	 historical	 sense	 that	 this	 chapter	will	 suggest.	 It	 is	 one	 of	 two	
important	 aspects	 to	 this	 chapter:	 to	 show	what	 the	 outcome	of	 putting	Vietnam	war	
movies	 on	 the	 Havo-curriculum	 is,	 and	 whether	 and	 in	 what	 way	 these	movies	 have	
served	the	purpose	I	have	set	them	above.	Before	I	do	so,	however,	the	first	step	I	will	














War	 as	 much	 as	 after	 the	 Second	 World	 War,	 when	 The	 Diary	 of	 A	 Young	 Girl	 was	
established	as	an	important	canonical	educational	gateway	text	to	address	the	Holocaust.	
What	follows	is	the	question	what	war	movies,	as	the	‘natural	form’	to	the	Vietnam	War	
according	 to	 Kate	McLoughlin	 (2011),	 will	 yield	 in	 the	 classroom,	 besides	 a	welcome	
multimodal	genre	shift?107	It	is	a	question	this	chapter	will	seek	to	answer,	by	taking	the	
beautiful	 risk	 of	 education	 (Biesta	 2013)	 via	 a	 wide	 variety	 of	 qualitative	 literary	
interventions	 in	 the	 classroom,	 and	 using	 the	 power	 of	 canonical	 ‘pathos	 formula’	
literature:	 Vietnam	 War	 movies.	 This	 chapter	 will	 build	 upon	 and	 add	 to	 previous	
innovations	 to	 the	 curriculum	 such	 as	 ‘Finding	 Anne	 Frank’	 and	 ‘Adopt	 a	War	 Poem,’	
intrinsic	 as	 they	 are	 to	 the	 ‘exciting	 […]	 re-emergence	of	 […]	 school-based	 curriculum	
development’	(Biesta	and	Priestley	(2013,	1).	As	I	have	argued	throughout,	the	literary	
interventions	in	this	book	are	building	stones	to	this	‘New	Curriculum’	(ibid.).	















world’s	 events	 had	 ‘rumbled	on	 since	 those	 gagged	days’	 (Sassoon	1983,	 145).	 It	was	
clearly	 having	 an	 immense	 effect	 on	many	 of	 the	 pupils	 I	was	 teaching	 that	 year.	My	
troubled	‘fight-class’	in	particular	had	forced	me	to	address	the	war-torn	present.	
Delving	 into	 the	 archive	 of	 educational	 scholarship	 for	 help,	 a	 report	
commissioned	by	the	Dutch	Ministry	of	Education	concludes	that	due	to	the	way	pupils	
grow	 up	 in	 their	 own	 peer	 groups	 any	 given	 class	 suffers	 from	 ‘mental	 segregation’	
(Margalith	Kleijwegt	2016).	Pupils	with	different	ideas	sit	side	by	side	in	class,	Kleijwegt	
(2016)	 explains,	 but	 they	 can	 easily	 be	 each	 other’s	 political	 and	 social	 opposites,	
harbouring	a	total	lack	of	interest	in	each	other.	The	tough	teens	I	had	taught	that	Monday	
were	 a	 case	 in	 point.	 Following	 from	 the	 conclusions	 in	 this	 report,	 the	 former	Dutch	
Secretary	of	State	for	Education	Jet	Bussemaker	argued	that	citizenship	or	‘civic	schooling,	




time	 of	 writing,	 have	 been	 given	 the	 task	 to	 roll	 out	 the	 Platform’s	 benchmark	 and	
visionary	 advice	 foregrounding	 the	 vital	 importance	 of	 teaching	 citizenship	 values	 in	
primary	and	secondary	schools.110	





‘societal	 skills’	 and	 reflects	 on	 (‘backgrounds’	 to)	 prevalent	 political	 and	 social	
‘developments’	and	‘topics.’111	To	top	all	this,	pupils	find	it	 important	to	 ‘discover	their	
talents	 and	 become	 socially	 skilled.’ 112 	All	 these	 aspects	 belong	 to	 a	 concept	 called	
‘Bildung’;	the	‘cry	of	the	land	of	poets	and	thinkers	against	the	demands	of	credentialism,	
professionalism	 and	 careerism,’	 (Waters	 2015,	 4).	 A	 variety	 of	 definitions	 of	 ‘Bildung’	
apply,	 including	 ‘self-cultivation,’	 ‘personal	 and	 cultural	 maturation,’	 ‘philosophy,’	
‘existentialism,’	 or	 significantly:	 plain	 ‘education’	 (ibid.).	 At	 an	 individual	 level	 these	
properties	are	essential	to	citizenship	education,	and	by	and	large	absent	from	the	‘Havo’-
stream	education	my	‘fight-class’	enjoyed.	An	educational	tier	down	from	Vwo,	there	was	
no	 field	 trip	 (Bergen-Belsen/Ypres)	 or	 extensive	 literature	 course	 (First	 World	 War	
poetry)	in	curricular	view.	Rather,	with	a	year	of	ploughing	through	English	grammar	and	








inextricably	bound	with	pupils’	 current	cry	 for	 integration	of	 the	mores	of	 ‘Bildung’	 to	



















another	 literary	 intervention	 from	scratch,	 I	welcomed	 the	opportunity	my	qualitative	
analytic	choice	provided:	true	width.	By	now	my	teacher-reader	will	have	gotten	used	to	
the	three	different	roles	I	combine	throughout.	This	chapter	will	analyse	the	history	of	





pupils’	 ability	 to	 simply	 ‘recount	 and	 remember	 key	 historical,	 political,	 religious	 and	
cultural	aspects	of	[American]	society’	(Hopkins	2014,	118).	Doing	so,	it	is	vital	to	embed	






Back	 in	 the	 classroom,	my	 lesson	on	 the	Paris	 attacks	 of	 13	November	2015	with	my	












of	 relief	 flow	 through	 the	 group,	 signifying	 more	 than	 just	 gladness	 to	 have	 got	 the	
dreaded	hour	over	with:	they	had	just	survived	a	lesson	on	citizenship	without	it	igniting	










Secondly,	pupils’	experiences	and	 insights	are	brought	 into	significance.	What	 is	more,	
pupils’	reflections	on	and	contributions	to	the	cultural	memory	of	war	move	beyond	the	
boundaries	of	the	topic	of	English	as	a	foreign	language,	and	thus	invite	cross-curricular	
teaching.	 Last,	 but	 not	 least,	 their	 testimonies	 are	 examples	 of	 citizenship	 education,	
framed	through	(war)	literature,	which	reflects	upon	their	daily	lives	and	thus	contributes	
to	their	individual	‘Bildung.’	So	much	for	theory,	for	when	I	introduce	my	literary	plans	to	
my	 ‘fight-class,’	 they	 are	 not	 convinced	 at	 all,	 responding	with	 a	 deflating:	 ‘Oh	 no	 sir,	
please,	what’s	the	point	of	that?’114		
It	 was	 essential	 for	me	 to	 find	 a	way	 to	motivate	 these	 pupils.	 To	make	 these	
lessons	stick	they	had	to	become	part	of	their	‘Bildung.’	Though	rocky,	the	Paris	lesson’s	
limited	 success	 had	 been	 their	 silence,	 a	 ray	 of	 light	 after	 the	 storm.	 A	 report	
commissioned	by	the	Secretary	of	State	for	Education	presents	‘classroom	dialogue’	as	an	
essential	 tool	 for	 future	 teachers	 to	 apply	 for	 future	 citizenship	 lessons.115	The	 ‘Paris’	
lesson	had	at	least	shown	that	‘confrontation	with	uncomfortable	truths	is	the	first	and	
crucial	step’	(Kleijwegt	2016).	It	was	an	element	to	the	lesson	I	needed	to	take	with	me	in	
















makers	 are	 inclined	 to	 give	 technocratic	 and	 economic	 priorities	 their	 approval,’	 Van	
Iseghem	confirms	(2015,	43).	Doing	so,	 they	openly	question	 ‘the	benefits	of	 literature	
and	its	use	in	education.’	Dutch	youngsters	find	the	‘legitimisation	of	literature	education	
particularly	 important,’	Theo	Witte	 (quoted	 in	Van	 Iseghem	2015,	42)	argues.	Though	
Witte	and	Van	Iseghem	argue	with	reference	to	the	use	of	literature	in	Dutch	language	








and	 reverberate	 throughout	 the	 variety	 of	 multimodal	 war	 literature	 interventions	 I	
outline	in	this	book.		
The	 fight-class	 pupils	 are	 part	 of	 the	 post-9-11	 generation,	 raised	 to	 expect	 a	
violent	 world.	 ‘Twentieth-century	 wars	 systemised	 attacks	 on	 civilians,	 including	
children,’	Trumpener	(2016)	argues,	and	 the	September	11	attacks	at	 the	dawn	of	 the	







described	 as	 an	 ‘ethnically	 diverse’	 generation	 which	 is	 both	 ‘progressive’	 and	 ‘pro-
government.’116	Time	would	tell	whether	terror	attacks	such	as	MH17	and	‘Paris’	would	
become	 Generation	 Z’s	 very	 own	 9-11.	 These	 attacks	 brought	 war	 to	 an	 unsettling	
geographical	proximity	to	my	students,	‘a	kind	of	warfare	where	the	notion	of	separation	
between	 combatants	 and	 civilians’	 is	 overturned	 (Goodenough	 and	 Immel	 2008).	
Drawing	conclusions	from	previous	literary	interventions,	it	is	the	‘ur-terror’	(Segal	2008)	














Z.	 These	 teenagers	 are	 ‘digital	 natives’	 on	 course	 to	 become	 the	 ‘most	 well	 educated	
generation	 yet,’	 yet	 with	 ‘little	 or	 no	 memory	 of	 the	 world	 as	 it	 existed	 before	
smartphones.’117	The	 Paris	 attacks,	 the	 downing	 of	MH17,	 IS	 decapitations	 and	 terror	
attacks	wreaking	havoc	 in	 cities	 in	Europe:	 the	 content	 of	 their	TV	 and	mobile	 phone	
screens	brought	them	every	day	was	increasingly	violent.	My	guess	was	that	the	violence	
in	 Vietnam	 War	 movies,	 though	 different	 in	 nature	 and	 setting,	 would	 nevertheless	
reverberate	in	form	and	content	with	what	my	students	were	used	to.		
This	violent	backdrop	to	my	pupils’	everyday	lives	has	increased	the	mental	and	





35)	 argue.	 They	 ‘are	 visual	 learners,	 in	 many	 respects,	 and	 respond	 better	 to	 the	
accessibility	 and	 familiarity	of	 visual	 sources	 rather	 than	 the	printed	or	 spoken	word’	
(Einhaus	 and	 Pennell	 2014,	 43).	 Yet	 these	 two	 scholars	 showed	 ‘an	 overwhelming	
dominance	of	poetry	analysis	 as	 the	main	 context	 for	 teaching	about	First	World	War	
writing’	 and	 ‘conflict	 writing’	 as	 a	 broader	 genre.118	Its	 relatively	 short	 form	 forces	 a	




walls,	 the	 ‘Word,’	quoting	Stallworthy,	was	 increasingly	 losing	ground	to	the	 ‘Image,’	a	
battle	that	was	given	a	deciding	blow	on	the	eve	of	the	Internet	revolution.121		
More	 reason	 to	 opt	 for	war	movies	 as	 narrative	 of	 choice	 for	 the	 task	 at	 hand,	
‘natural	form’	to	the	Vietnam	War	quoting	McLoughlin	(2011),	who	argues	that	each	war	
brings	a	change	of	narrative	with	it,	its	own	staple	form.	‘Too	many	schoolchildren	(and	
too	many	 teachers)	 need	 to	 be	 reminded	how	warfare	 [has]	 changed	 since	1918,’	 Jon	
Stallworthy	argues	(2014,	xxxv).	His	concern	is	that	both	pupils	and	their	educators	need	
to	consider	what	Nick	Mansfield	(2006,	4)	defines	as	a	 ‘truism:	each	war	redefines	the	




warfare,	as	Stallworthy	and	Mansfield	point	out,	but	 that	 this	change	has,	 importantly,	
caused	a	shift	in	narratives	considered	as	authentic	and	as	such	appeal	most	to	student	
audiences,	as	well	as	a	shift	in	form:	from	poetry	to	movies.		


















their	use	 in	 the	classroom	in	 the	next	chapter	of	 this	book.	For	now,	 it	 is	 time	to	start	
introducing	and	applying	my	intervention,	a	work	in	progress,	to	my	class.	I	will	do	so	in	
emulation	of	the	way	I	have	presented	my	literary	interventions	to	my	reader	previously.	
For	 clarity’s	 sake	 it	 is	 important	 to	 realise,	 however,	 that	 the	 difference	 is,	 that	 the	
interventions	 in	 this	 chapter	 are	 parts	 of	 a	 larger	 whole.	 Task-based	 learning	 theory	







Intervention Part I: Introducing  Images of War in Class  	
‘If	Vietnam	was	the	first	TV-war,	then	ladies	and	gentlemen,	we	are	in	the	middle	of	an	
App-war…’	My	 boisterous	 boys	 and	 anxious	 girls	 stopped	 talking,	many	 putting	 away	
their	mobile	phones	hastily,	thinking	a	sudden	declaration	of	war	had	been	aimed	at	their	




on	 and	 aided	 by	 Marshall	 McLuhan	 and	 Quentin	 Fiore	 (1968,	 134),	 ‘along	 with	 the	
computer	[…]	has	altered	every	phase	of	the	American	vision	and	identity.’	Exactly	half	a	
century	 after	 the	 revolutionary	 1960s	 I	 was	 looking	 at	 the	 children	 of	 the	 Internet	




the	midst	of	 their	 first	 “television	war”’	 (ibid.).	So	 far	so	good,	no	 fights	or	 insults	and	
nobody	 had	 walked	 out:	 all	 was	 quiet	 on	 this	 fight-class’s	 front.	 ‘And	 this	 is	 why,’	 I	
concluded	tentatively,	‘in	order	to	reflect	more	fully	on	the	times	we	live	in	today	we	will	
focus	 on	 1960s	 American	 cultural	 revolution,	 paying	 special	 attention	 to	 the	 role	 of	
Vietnam	war	literature…’		
A	 loud	 groan	was	 let	 forth	 and	protest	 from	one	of	 the	 lads,	 ‘Oh,	 no	 sir,	 please.	
What’s	the	point	of	that?’122	Yet	considering	all	that	had	been	said	and	shouted	during	the	







routinized	 times	of	news	programmes’	 that	were	 filled	with	 footage	 from	the	Vietnam	
War.	Besides	war	invading	their	homes,	the	fifty-year	commemorations	of	World	War	I	
and	 the	 ensuing	war	poetry	 anthology	boom	had	 simultaneously	 started	 to	punctuate	





	The	 1960s	 generation	 protested	 loudly	 against	 the	 wars	 that	 pervaded	 their	
existence,	 because	 ‘war	 insists	 on	 drowning	 out	 all	 other	 noise’,	 writes	 McLoughlin,	
‘deafening	peacetime	discourses,	demanding	complete	attention’	 (2011,	23).	For	 these	
students,	at	the	medial	meeting	point	of	the	20th	century	wars,	either	televised,	in	poetry	
or	 stooped	 in	 scarred	 silence,	 they	were	 at	 a	 vital	 crossroads	 of	 their	 bloody	 century.	
Confronted	with	 the	 ‘endinglessness’	 (McLoughlin	 2011,	 107)	 of	war,	many	 teenagers	
rebelled.	Thus	Jeffrey	Walsh	(2009,	227)	argues,	‘Vietnam	[became]	associated	with	box-
office	 cinema,	 anti-war	 songs,	 the	 Civil	 Rights	 movement,	 West	 Coast	 rock,	 pop-art	
posters,	 political	 protest	 theater	 [and]	 artistic	 photography.’	 At	 the	 same	 time	 many	
teenagers	were	drafted	into	the	United	States	army,	‘mostly	as	nineteen-year-olds,’	fresh	
	 164	
from	 high	 school	 (ibid.).	 They	 entered	 into	 a	 war	 ‘involving	 attrition	 and	 bloody	
stalemate,’	Walsh	(2009,	226-7)	explains,	‘with	few	clear-cut	victories,	endless	wrangling	
over	prisoners	of	war,	and	a	singularly	futile	ending’	which	was	a	far	cry	from	the	‘morally	
justifiable	 fight	 to	 defeat	 fascism	 and	 genocide	 in	 the	 Second	World	War.’	 The	 fate	 of	
Vietnam	soldiers	struck	more	of	a	chord	with	their	grandfathers’	plight	and	the	poetry	
that	flowed	from	their	trenches,	than	their	fathers’	fight	and	silent	legacy.		





















my	pupils	 regarded	war	 as	 a	 given	 fact,	 part	 of	 their	daily	 lives	 and	not	 something	 to	
dislike	or	like;	unlike	the	1960s	generation,	they	had	not	grown	up	in	a	‘counterculture	of	
rebellion	that	supplied	glamorous	slogans	and	images’	(Walsh	2009,	227).	Research	in	the	











Television	has	an	 incredible	power	as	a	nation-building	machine.	 It	has	 ‘helped	
reproduce	an	illusion	of	mass	–	in	advertising	and	marketing,	in	ways-to-bring-up-your-
children’	(Hoskins	2004,	13).	‘Citizenship,’	Marita	Sturken	(1997,	14)	explains,	‘could	thus	
be	 enacted	 through	 live	 television.’	 Whenever	 British,	 Dutch,	 or	 American	 audiences	
‘watch	events	of	“national”	importance,’	she	continues,	 ‘they	perceive	themselves	to	be	





constantly	 rewritten	 script’	 (Sturken	 2002,	 200,	 cited	 in	 Hoskins	 2004,	 13).	 This	 is	
‘renarrativization’	as	Sturken	defines	it,	 telling	the	story	of	war	over	and	over	again,	 ‘a	








signalling	 a	new	memory	of	 the	past,	 forming	 in	pupils’	 so-called	 ‘prosthetic	memory’	
(Landsberg	 2004).	 The	 problem	 is,	 that	 memory	 is	 under	 huge	 contestation	 during	
conflict	or	its	commemoration,	as	‘Goveadder’	has	shown.	The	question	that	surfaces,	is	
what	pupils	remember	and	carry	 into	the	 future	when	they	read	combat	poetry	of	 the	
First	or	memoirs	of	the	Second	World	War.	And	the	Vietnam	War	is	no	exception.	It	is	an	
event	 ‘through	which	 the	 concept	 of	 the	 nation	 has	most	 powerfully	 been	 called	 into	
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question,’	 Sturken	 (1997,	 14)	 argues,	 and	 nowhere	 more	 so	 than	 through	 the	 film	








that	 the	 narratives	 of	 the	 Vietnam	 War	 provide	 ‘prescient	 comment	 on	 America’s	
subsequent	 military	 engagements,	 such	 as	 her	 lengthening	 involvement	 in	 Iraq	 and	
Afghanistan’	 (Walsh	2009,	237).	 “And	 to	 these	 I	would	add	 the	battlefields	of	 Syria,”	 I	
declare	 challengingly,	 “the	 consequences	 of	which	 are	 spilling	 over	 into	 the	European	
streets	of	your	daily	lives,	in	the	form	of	refugees	and	terror	attacks	like	in	Paris,	and	to	
which	 you	 have	 daily	 and	 unremitting	 access	 through	 your	 mobile	 devices.”	 Combat	




reasons	why	we	will	 start	watching	 and	 analysing	 Vietnam	War	movies	 at	 home	 and	
during	class,”	I	conclude	my	opening	speech	carefully.	At	once	a	terrible	noise	broke	out,	
not	of	verbal	or	physical	fights,	but	of	cheering.	As	soon	as	it	had	become	clear	to	the	class	








project	 rested	 on	 a	 variety	 of	 important	 pedagogical	 and	 didactic	 educational	 pillars,	
which	 I	 had	 to	 establish	 from	 the	 outset.	 Defining	 the	 rules	 of	 successful	 classroom	
engagement,	the	former	chapters	have	underscored	the	importance	of	establishing	ways	
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their	own	creative	 individual	engagement.	To	be	able	 to	achieve	such	 loosening	of	 the	
didactic	reins,	keeping	them	pedagogically	tight	is	vital:	watching	Vietnam	films	was	by	
no	means	the	‘Netflix-chill’	they	had	hoped	for.	Pupils	need	to	trust	the	teacher	to	lead	by	
example:	 sticking	 to	 any	 agreements,	 taking	pupils	 seriously	 by	 involving	 them	 in	 the	
force	field’s	debate	and	allowing	structured	critique	on	the	course	content	as	we	went	
along.	Also,	 by	 engaging	with	 them	personally,	 by	 showing	you	 care	 as	 a	 teacher;	 and	

















Intervention Part II: Critical Engagement with Vietnam War Movies  	



















and	 death,’	 as	 key	 elements	 that	 emerge	 from	Basinger’s	 analysis.	 Given	my	 previous	
research,	 I	 would	 add	 to	 these	 the	 importance	 of	 establishing	 ‘credibility’	 and	 the	
presence	 of	 a	 messenger	 or	 ‘parrhestiastes’,	 in	 McLoughlin’s	 terms,	 in	 the	 form	 of	 a	
journalist	or	writer.129	I	want	my	pupils	to	engage	critically	with	the	universal	war	movie	
characteristics	as	foregrounded	by	Binns	and	myself	from	Basinger’s	list	in	relation	to	the	
Vietnam	War	movie	of	 their	 choice	and	establish	 to	what	 extent	 their	 film	adhered	 to	
them.	Basinger,	however,	indicates	another,	non-cognitive	effect	of	watching	war	movies	
which	 could	 be	 deemed	 to	 be	 of	 interest	 to	 a	 classroom	 situation.	 ‘The	 audience	 is	
























World	War	 I	 combat	 poetry	 within	 schools’	 safely	 sanctioned	walls.	 Over	 time,	 these	
graphic	adult	realities	of	war	have	also	shifted	into	the	realm	of	children’s	war	literature.	
‘If	something	is	to	stay	in	the	memory	it	must	be	burned	in,’	argued	Friedrich	Nietzsche.	





testimonial	 task	 to	 this	 Havo	 5	 class:	 ‘directing	 scenes	 of	 war.’	 I	 was	 asking	 them	 to	









States	 a	 ‘traumatic	 lesson	 in	 the	 new	 realities	 of	warfare’	 (Walsh	 2009,	 236).	 Despite	






and	 motivation.	 […]	 The	 American	 public,	 after	 an	 initial	 period	 of	





Metal	 Jacket	 (1987),	 and	 a	 decade	 earlier,	Apocalypse	 Now.	 The	 previous	 chapter	 has	





and	 their	 reception	 in	 popular	 culture.	 The	 point	 here,	 for	my	 teacher-reader,	 is	 that	
comparisons	 to	 historical	 and	 contemporary	 culture	 are	 vital	 to	 these	 literary	



















the	United	States	 lost	 this	war.	 It	may	be	considered	as	 the	primary	reason	why	wide	





At	 first	 this	 caused	Hollywood	 to	 simply	 ignore	 the	war	 in	Vietnam.	Vietnam	 film	The	
Green	 Berets	 (1968)	 was	 a	 notable	 exception.	 Regarded	 as	 the	 earliest	 Vietnam	War	
movie,	 it	starred	and	was	directed	by	all-American	hero	John	Wayne,	and	still	adhered	
strongly	 to	 Basinger’s	 traditional	 rules	 of	 engagement.	 Ultimately,	 however,	 the	
conventional	ways	of	portraying	war	did	not	fit	with	the	realities	of	Vietnam.	So-called	
































for	 theoretical	 reflection;	 they	 would	 show	 their	 favourite	 scenes,	 explaining	 their	
technical	 quality	 to	 the	 class.	 Working	 together	 would	 be	 pedagogically	 rewarding;	
watching	the	movie	as	a	social	exercise,	as	well	as	didactically	stimulating;	two	or	three	
pairs	of	eyes	seeing	more	than	one	I	envisaged	heated	discussions	on	content	and	theory.		







those	 scholars	 who	 claim	 that	 Hollywood’s	 combat	 movies	 have	 ‘most	 recent[ly]	









from	 and	 discuss	 the	 Basinger	 theory.	 All	 the	while	 I	 was	 also	 aiming	 to	 target	 their	
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discussions	 on	 Vietnam’s	 narrative	 representations	 of	 war	 to	 a	 broader	 one,	 on	 the	









fruitful	 teenage	 ears.	 Yet	 with	 post-9-11	 Vietnam	 films	 such	 as	 We	 Were	 Soldiers	
reframing	old	wars	and	returning	to	the	‘grand	narrative,’	the	question	is	what	effect	this	
latest	 ‘renarrativization’	 of	 the	 Vietnam	War	 has	 on	 their	 civic	 values	 as	 well	 as	 this	
generation’s	understanding	of	what	warfare	and	(all)	battle	is	like.					
There	is	another	important	aspect	to	the	process	of	‘re-telling	the	past’	(Sturken	
1997,	42)	 in	 (Vietnam)	war	movies.	 It	 is	 the	 idea	 that	 a	war	movie	 can	 justify	war	or	
oppose	it.	More	specifically,	a	film	about	a	former	war	(Vietnam)	can	inspire	the	support	
for	a	new	war	(on	Terror)	or	oppose	it.	This	would	imply	war	narratives	show	certain	
universal	 commonalities	 common	 to	 all	 wars.	 Kate	 McLoughlin	 supports	 this	 claim,	
arguing	 that	 there	 is	 a	 ‘common	 ground	 between	 conflicts	 separated	 by	 thousands	 of	












winning	 critical	 attention	 the	 Vietnam	War	 has	 garnered	 from	 Hollywood.	 Given	 my	
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pupils’	 enthusiasm	 to	 engage	with	Vietnam	War	movies,	 it	 begs	 the	question	whether	
Stallworthy	should	have	considered	putting	these	on	his	students’	curriculum.	During	the	




fall	 of	 Saigon	 in	 1975,’	 Huebner	 argues,	 ‘that	Hollywood	 pictures	 interpreted	 the	war	
directly’	 (ibid.).	Guy	Westwell	 (2006,	62)	discerns	 three	Vietnam	War	movie	cycles.	 In	
‘generic	terms,’	this	first	cycle	of	the	late	‘70s	was	‘strange,	rambling	and	inchoate,’	and	
includes	 films	such	as	The	Deer	Hunter	 (1978)	and	Apocalypse	Now.	Their	 commercial	
success	 ‘re-establish[ed]	 the	 viability	 of	 the	war	movie,’	 and	 paved	 the	way	 for	what	
Westwell	calls	the	commercially	unrivalled	‘Rambo	cycle,’	of	the	early	‘80s,	reframing	the	
Vietnam	War	 as	 a	 worthy	 purpose,	 reinstating	 the	 veteran	 as	 both	 ‘hero	 and	 victim’	
(Westwell	2006,	63,	76-77).	The	third	cycle	of	the	late	‘80s	and	early	‘90s	resisted	this	





three	 cycles	 depend	 on	 ‘the	 Vietnam	 veteran	 as	 the	 focal	 point	 for	 negotiating	 the	
experience	and	the	memory	of	the	war’	(ibid.).	Despite	the	extensive	list	on	offer,	students’	
film-task	 choices	 remained	 firmly	 within	 the	 realm	 of	 the	 canon. 133 	This	 was	
understandable,	 given	 their	 relatively	 easy	 availability,	 and	 their	 accredited	 status	 on	
sites	such	as	IMDB,	both	of	which	aspects	effectuate	a	limiting	of	the	canon,	even	though	
as	a	 teacher	of	English	 I	was	widening	 the	canon.	What	 is	 important	 is	 that	 these	war	
movies	 ‘constructed’	 the	Vietnam	War	 in	 such	 a	way	 that	 it	was	 ‘registered	 primarily	
through	the	experience	of	the	veteran’	(Westwell	2006,	57).	Hollywood,	having	learned	
its	lessons	from	the	popularity	of	World	War	I’s	soldier	poets,	applies	the	fictional	power	






One	 of	 the	 most	 striking	 aspects	 I	 take	 away	 from	 the	 experience	 of	 putting	
Vietnam	war	movies	on	the	curricula	of	my	‘fight	class’	is	students’	attraction	to	brutality.	






ask	 ‘eternal	 questions’	 of	 their	 audiences,	 which	 are	 ‘basic	 to	 our	 understanding	 of	
ourselves	and	our	history’	(Basinger	2006,	179).	My	students’	violent	selections	suggest	
they	are	intrigued	by	the	question	what	war	is	really	like,	or	more	specifically,	what	killing	
and	combat	are	 like.	War’s	mental	and	physical	proximity	 is	ever	closer	 for	my	pupils,	
because	 the	media	 infuses	 their	 daily	 lives	with	 scenes	 of	war	 and	 violence.	 And	 yet,	
ironically,	 unless	 they	 join	 those	 on	 the	 plane	 to	 Syria	 and	 Iraq	 to	 fight,	 it	 remains	 a	
forbidden	realm	to	 them.	The	mediated	 ‘combat	gnosticism’	of	 the	Vietnam	movies	on	
offer	lifts	the	veil	of	taboo	draped	over	the	violence.			
	




show	 their	 two	 favourite	 scenes	 from	 the	 movie,	 which	 they	 had	 cut	 to	 four	 or	 five	
minutes.	They	would	explain	why	these	scenes	were	important	to	them,	and	give	a	brief	

















explain.	 Yet	 they	 do	 this	 as	 a	way	 to	 literally	 divert	 the	 guards	 from	 their	 impending	
escape.	The	mirror	scene	to	this	is	the	second	Russian	roulette	scene,	when	Michael	finds	
his	old	friend	and	former	fellow	soldier	Nick,	played	by	Christopher	Walken,	stuck	in	a	












has	 been	 hailed	 by	 many	 critics	 as	 the	 most	 significant	 anti-war	 movie;	 Full	 Metal	
Jacket. 136 	The	 severely	 bullied	 character	 Leonard	 ‘Gomer	 Pyle’	 Lawrence,	 played	 by	
Vincent	D’Onofrio,	succumbs	to	the	pressure	of	army	barracks	life	and	its	harsh	discipline	
by	 shooting	 his	 brains	 out	 in	 the	 toilet	 just	 moments	 after	 killing	 his	 demon	 drill	
instructor.	Just	as	stoically	as	the	girls	Hendrika	and	Trijntje	faced	the	visceral	experience	
















the	 girls	 explain,	 highlighting	 the	 importance	 of	 the	moment	Kovic	 shoots	 and	 is	 shot	
himself,	 coughing	 up	 blood	 slowly	 as	 he	 collapses	 to	 the	 ground. 139 	My	 pupils	 even	
manage	 to	 repeatedly	 choose	what	 is	 one	of	 the	 few	 scenes	 in	Good	Morning	Vietnam	




















none	unearth	 its	 intertextual	potential.141	However,	pupils	never	miss	 the	 intertextual,	








are	 Valkyries,	 in	 the	 process	 of	 choosing	 who	 may	 ride	 with	 them	 to	 ancient	 Norse	
mythology’s	warrior	heaven:	Valhalla.	
During	the	Vietnam	War,	and	as	the	counterculture	of	the	‘60s	played	out	at	the	
home	 front,	 the	 American	 soldier,	 once	 the	 image	 of	 the	 honourable	 struggle	 for	
righteousness,	had	become	a	character	of	considerable	contention,	‘a	symbol,’	Westwell	


















mythology.	 Joseph	 Conrad	 (1857-1924)	 used	 the	 HMS	 Erebus	 in	 his	 novel	 Heart	 of	
Darkness	 on	 which	 this	 film	 is	 based.	 Together	 with	 the	 HMS	 Terror,	 she	 set	 sail	 to	
discover	the	Canadian	arctic,	where	the	crews	abandoned	their	ships	and	disappeared.	
The	 crew	 of	 the	movie’s	 Erebus	 go	 through	 a	Homeric	 variety	 of	 episodes	 filled	with	
violence	 and	 death.	 This	 increasingly	 disorientates	 and	 disintegrates	 the	 rationale	
Willard,	who	survives,	and	with	him	my	pupil-viewed	world.	At	the	apex	of	the	confusion	










‘Ram	 of	 Pride.’	 Thus,	 the	 movie	 becomes	 ‘an	 allegory	 of	 Vietnam,’	 Michael	 Ryan	 and	
Douglas	 Kellner	 (1990,	 70)	 argue,	 ‘that	 redeems	 the	 loss	 of	 war	 with	 a	 myth	 of	
rejuvenated	male	leadership.’	The	sacrificial	death	at	the	hands	of	his	‘Isaac-Willard-son’	
paves	 the	way	 towards	 redemption:	 the	 father/Abram	 character	 Kurtz	 atones	 for	 his	
failure	of	leadership	and,	by	proxy,	all	of	America’s	fathers	for	sending	their	19-year-old	
sons	thirteen	thousand	miles	away	to	fight	a	seemingly	futile	war.		
Such	 ‘incompetent	 officers’	 represent	 ‘the	 absent	 fathers	 of	 Vietnam’	 the	
impression	 amongst	 the	 young	 American	 soldiers	 that	 ‘there	 was	 no	 leadership	 in	
Vietnam’	 (Sturken	1997,	106).	 It	 is	 a	 common	 thread	 in	many	Vietnam	War	 films.	My	
pupils	seemed	attracted	by	these	generational	conflicts.	No	less	so	in	the	‘third	cycle’	of	
Vietnam	movies,	 amongst	which	 is	Platoon,	 in	which	Chris	Taylor	 is	 played	by	Martin	
Sheen’s	 son	 Charlie	 Sheen.	 This	 fresh	 recruit	 is	 orphaned	 into	 soldiery,	 a	 progress	
furthered	 by	 the	 absence	 of	 competent	 leaders	when	 he	 arrives	 in	 Vietnam.	 He	 soon	
establishes	two	father	figures	in	the	form	of	non-com	platoon	sergeants	Elias,	played	by	
Willem	Dafoe,	and	Barnes,	played	by	Tom	Berenger.	Both	are	long-time	Vietnam	veterans,	




for	 a	 steady	 escalation	 of	 the	 conflict	 in	 Vietnam.	 Barnes,	 a	 man	 ‘without	 moral	 or	












in	 both	 canonical	 Vietnam	 movies	 in	 which	 they	 each	 play	 the	 leading	 role. 144 	In	 a	
climactic	scene	that	many	of	my	pupils	choose	to	present	to	their	class,	Taylor	wakes	up	






























remains	 ‘faceless,’	notwithstanding	the	real	enemy,	America	 itself	 in	the	guise	of	Kurtz	
and	Platoon’s	Barnes.	‘Death’	is	a	great	part	of	the	plot	when	‘key	group’	members	die,	as	
do	those	in	Platoon’s	platoon,	amongst	whom	importantly	their	sergeants.	The	‘objective’	
of	Platoon	 is	 implicit	 in	 its	rescripting	of	 the	My	Lai	massacre,	and	 it	 is	one	of	 the	 few	
moments	 the	 enemy	 is	 given	a	 face.	Here,	 the	 group	of	 soldiers	 ‘conflict’	 to	 their	 very	
American	core.		























that	 this	 ‘reflected	 in	contradictory	narrative	patterns	of	 literary	output’	 (Walsh	2009,	
230).	 These	 significantly	 include	 novels	 and	 films.	 Previous	 chapters	 have	 shown	
‘contradictory	 narrative	 patterns’	 also,	 given	 the	 relative	 late	 ascendancy	 of	 so-called	
‘anti-war’	poets	into	canonical	prominence,	the	dominance	of	both	children’s	and	adult	
war	 narratives,	 and	 the	 way	 British	 canonical	 war	 poets	 are	 at	 the	 apex	 of	 political,	
societal	and	academic	contestation	during	the	commemorative	centenary	years.	‘The	idea	
of	the	nation	is	inseparable	from	its	narration’	(Bennington	1990,	132),	underscoring	the	
huge	 stakes	 involved	 when	 force	 fields	 attempt	 to	 set	 the	 narratives	 that	 define	 the	
collective	memory	of	war.	With	regard	to	the	Vietnam	War,	the	epic	war	narrative	has	
been	 taken	over	by	movies.	This	 implicitly	undergirds	my	 focus	on	different	genres	 in	
different	chapters	and	explains	my	students’	appreciation:	they	like	grand	narratives.		
The	United	States’	post-9-11	political	administration	established	close	 ties	with	
Hollywood	 in	 order	 to	 foreground	 narratives	 ‘with	 clear	 patriotic	 and	 pro-military	
tendencies’	 (Guy	Westwell	 2006).	 This	 has	 given	 rise	 to	 a	 contentious	 fourth	 cycle	 of	
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Hollywood	War	movies,	including	the	Vietnam	War	film	We	Were	Soldiers.	Thus,	‘recent	
war	 films	 echo	 the	 nationalistic	 sentiments	 of	 early	 war	 cinema,’	 Binns	 (2017,	 187)	
argues,	and	appearing	in	2002	shortly	after	the	9-11	attacks,	We	Were	Soldiers	seems	a	
case	 in	 point.	 Returning	 to	 the	 ‘victory	 in	 defeat	 paradigm,’	 the	 narrative	 outlines	 the	
heroic	Lt.	Gen.	Harold	G.	Moore,	played	by	Mel	Gibson,	leading	his	soldiers	in	the	Battle	of	
Ia	 Drang	 Valley	 in	 Vietnam	 (Westwell	 2006,	 94).	 Scholars	 argue	 the	 film’s	 gender	
stereotyping,	 accommodation	 of	 army	 customs	 and	 confusion	 surrounding	 the	United	
States’	 entanglement	 in	 the	 battle	 are	 reasons	 why	We	 Were	 Soldiers	 confirms	 ‘war	
according	to	the	positive	formulations	of	the	most	jingoistic	mainstays’	(Westwell	2006,	
108).	Yet	critics	are	divided	on	this	point.		
We	Were	 Soldiers	 ‘tries	 to	 get	 back	 to	 the	 idealistic	 impulse	 [of	 United	 States’	




















how	 they	 initially,	 like	 Hendrika,	 ‘really	 disliked	 the	 fact	 that	 we	 had	 to	 do	 our	
presentations	about	a	war	movie.	Mainly	because	I	was	afraid	that	those	movies	would	be	













and	 failing	 because	 of	 thick	 layers	 of	 skin	 coming	 off	 in	 his	 hands.151	These	 females,	
staying	in	character	with	the	rest	of	the	male	dominated	class,	are	quick	to	point	out	We	
Were	 Soldiers’	many	 grisly	 battle	 scenes,	 commenting	 on	 their	 realism,	 by	which	 they	
always	 mean	 violence.	 We	 Were	 Soldiers	 frequently	 uses	 a	 blood-on-the-camera	
embedded	narrative	viewpoint	that	was	Platoon’s	trademark,	by	which	the	film,	like	its	
predecessor,	 ‘re-enacts’	 the	embedded	 journalist	viewpoint	(Sturken	1997,	43).	 In	 this	
way,	my	pupils	become	complicit	voyeurs	of	a	contentious	scene	of	war	in	the	same	way	




















gnosticism.’	 Both	 within	 the	 narrative’s	 ‘key-group’	 and	 to	 the	 viewing	 pupils,	 these	
characters	gain	 ‘autopsy,’	 and	 thus	 credibility	within	 the	narrative	 itself,	making	 them	
credible	characters	 to	my	students.	Thus	beguiled	by	Hollywood,	 from	that	moment	 it	
makes	whatever	‘truth’	they	tell	within	the	narrative	frame	of	the	Vietnam	War	movie,	as	
combat	journalists	in	Vietnam,	weigh	double	with	their	student	audience.		







Orientals,’	 Basinger	 (2006,	 176)	 explains	 as	 she	 outlines	 the	 ‘key-group’	 soldiers.	 It	 is	





























The	 girls	 weren’t	 the	 only	 ones	 to	 uncover	 society’s	 gender	 prejudices	 and	 given	my	
expectation	 that	We	Were	 Soldiers	 was	 a	 female	 choice	 due	 to	 extensive	 home	 front	
portrayal	 from	a	 female	perspective,	 their	 teacher’s	bias	also.	One	group	of	boys	 flatly	
refused	 to	watch	a	Vietnam	War	movie,	 a	genre	 they	claimed	dominated	by	American	
combat	 soldiers’	 perspectives	 and	 as	 such	 unashamed	 propaganda	 for	 the	 masculine	
military	 might	 and	 right	 of	 the	 United	 States.	 ‘We	 want	 to	 show	 you	 scenes	 from	 a	




































a	 veteran	 who	 died	 in	 World	 War	 II.	 ‘Credits	 of	 the	 film	 unfold	 against	 a	 military	
reference,’	Basinger	(2006,	175)	dictates,	and	‘include	the	name	of	a	military	advisor.’	My	





My	 pupils	 use	 their	 own	 and	 scientific	 insight	 to	 conclude	 that	 establishing	





the	 effect	 of	 these	 war	 movies,	 lest	 they	 run	 the	 risk	 of	 following	 the	 pied	 piper	 of	
Hollywood	blindly	out	of	Hamelin.		
The	 polemic	 way	 in	 which	 the	 Vietnam	 film	We	 Were	 Soldiers	 was	 critically	






since	 been	defined	 as	 the	 ‘War	 on	Terror,’	which	 simmers	 still	 at	 the	 time	 of	writing,	
almost	two	decades	after	it	was	declared	by	former	United	States	president	George	W.	
Bush.157	We	Were	 Soldiers	 is	 a	war	narrative	 reflective	of	 the	 ‘post-9/11	world’	 it	was	
received	in.	Its	polemical	reception	reflects	the	way	cultural	memory	is	the	moving	target	






















however	 ‘contradictory’	 James	 Walsh	 claims	 their	 ‘narrative	 patterns’	 might	 be,	
ultimately	bring	to	 the	screen	the	universal	essence	of	what	war	 is	about	(Stallworthy	
2001,	 vii;	 Walsh	 2009,	 230).	 As	 McLoughlin	 (2011,	 143)	 confirms,	 war	 ‘comprises	 a	







Vietnam	 War	 movies	 were	 true,	 but	 ‘with	 the	 impact	 they	 have	 once	 they	 are	 told’	
(Sturken	1997,	9).		




1995).	 Since	 the	 rocky	 lesson	 on	 the	Paris	 attacks	 and	 the	 chaotic	 state	 this	 so-called	




(2006,	 177)	 puts	 it,	 for	 having	 undergone	 the	 cinematic	 representations	 of	 Vietnam	
soldiers’	combat	experiences.		
	
Improving the Intervention  	
Yet	 the	 task	 also	 had	 its	 shortcomings.	 Some	 pupils	 found	 it	 difficult	 to	 theoretically	
connect	the	Vietnam	War	to	present	day	relevance,	despite	the	relief	they	felt	at	having	
violence	 sanctioned	within	 the	 safe	 confines	of	 their	 curriculum.	This,	 they	 claimed	 in	







From	 an	 interview	 on	 TV	 came	 the	 conclusion	 that	 a	 lot	 of	 Dutch	 teens	

















had	 enjoyed	 themselves.	 Yet	 taking	 the	 critique	 to	heart	 all	 the	 same,	 I	 felt	 there	was	














join	 the	 Dutch	 equivalent	 of	 Sandhurst	 Military	 Academy,	 Clingendael,	 once	 she	 had	
finished	school,	 to	write	 their	 school	 research	 thesis	about	 the	My	Lai	Massacre.	They	




















	 ‘Ok	 I’ll	 do	my	best.	 Your	 questions	 are	 very	 thoughtful.	One	 condition,	 you	




	 area,	 we	 saw	 the	 same	 people	who	were	 leaving	 piled	 in	 groups,	 dead	 or	
	 dying.	 We’d	 received	 no	 enemy	 fire,	 and	 were	 confused	 as	 to	 how	 these	
	 villagers	met	 their	horrible	 fate.	Continuing	recon,	we	saw	more	and	more	
	 dead	and	wounded.	
	 We	began	marking	the	wounded	with	smoke,	thinking	the	US	troops	would	


















For	 weeks	 the	 girls	 had	 heard	 nothing.	 But	 as	 their	 teacher	 I	 had	 noticed	 a	
significant	change	come	over	these	girls.	Petra	and	Paula	had	a	light	in	their	eyes	that	was	
shining	 violently.	When	 suddenly,	 Petra	 burst	 into	 school	 and	 ran	 towards	me,	 full	 of	
passionate	 intensity,	 shouting	 ‘Sir!	 Sir!	 He	 sent	 us	 an	 answer,	 he	 sent	 us	 an	 answer!’	
Despite	 the	 extra-curricular	 possibilities	 that	 the	 Vietnam	 war	 movie	 course	 offers,	





also	given	an	 injection	 to	 the	rest	of	 their	academic	work	 that	year.	The	experience	of	
interviewing	Vietnam	War	veteran	Lawrence	Coburn	gave	Generation	Z	pupils	Petra	and	





























in	 one	 at	 a	 time,	 each	 finding	 a	 seat	 around	 the	 big	white	 table	 in	 the	middle	 of	 the	
classroom.	Bleak	weather	outside,	these	teenagers	had	travelled	alone	to	Amsterdam	on	
what	 was	 a	 dismal	 Dutch	 winter’s	 day,	 which	 frostiness	 seemed	 to	 have	 permeated	
through	the	university’s	austere	interior.	Pieternella’s,	Margje’s	and	Truus’s	eyes	furtively	
















teenagers	 had	 been	 eager	 to	 volunteer	 for	 this	 battle.	 My	 previous	 hosting	 of	 a	 war	
novelist,	 a	 war	 historian	 and	 a	 professor	 of	 war	 literature	 to	 visit	 and	 teach	 these	
secondary	school	teenagers	on	their	own	turf	were	no	different.	Eager	not	to	miss	any	of	
the	 violence,	 the	 classroom	 was	 filled	 to	 the	 brim	 with	 pupils	 on	 each	 occasion. 161	
Assessing	who	might	be	interested	in	a	class	involving	the	visit	of	a	veteran	of	the	Iraq	






is	 supported	by	 so-called	 ‘NIO-tests,’	Dutch	 intelligence	 tests	upon	which	primary	and	
secondary	 schools	 base	 their	 selective	 judgements. 162 	This	 generation	 of	 pupils	 had	
scored	 across	 the	 scale	 in	 these	 tests. 163 	Yet	 as	 far	 as	 their	 talent	 for	 English	 was	
concerned,	these	students	had	no	reason	to	fear	talking	to	a	United	States	army	veteran	
in	this	custom-designed	university	seminar.	They	had	followed	the	extra-curricular	Fast	










levels	 at	 the	 age	 of	 twelve’	 is	 a	 ‘cruel’	 system	under	 severe	 critique	 and	 international	








on	 Dutch	 early	 selection	 is	 the	 ‘VO-raad,’	 by	 making	 a	 passionate	 plea	 for	 the	










the	 lead	to	guide	us	out	of	 this	no-man’s	 land	by	 joining	the	curriculum-building	 force	
bottom-up.	The	interventions	in	the	literature	curricula	I	have	outlined	in	this	book	are	
prime	examples	of	‘school-based	curriculum	development,’	or	what	Biesta	and	Priestley	




literature	 in	 class	 teaches	 pupils	 language	 and	 establishes	 gateways	 to	 citizenship,	
develops	 individual	 Bildung	 and	 creates	 empathy.	 For	 ‘what	 literature	 education	 can	
contribute,’	 Theo	 Witte	 argues,	 ‘is	 creating	 amongst	 pupils	 the	 ability	 to	 empathise’	
(Witte,	cited	in	Van	Boxtel	2016,	5).	This	chapter	shows	that	the	literature	class	where	my	
pupils	were	 to	meet	a	war	veteran	 is	an	 inclusive	one.	 It	establishes	 intergenerational	
empathy	 within	 the	 Dutch	 classroom	 between	 pupils	 that	 are	 not	 just	 torn	 apart	 by	
different	racial	and	social	backgrounds,	but	by	a	‘cruel’	Dutch	system	of	early	selection.		
This	 chapter	 aims	 to	 inspire	 colleagues	 globally	 to	 research	 ways	 to	 invite	 a	
veteran	 (writer)	 into	 their	 classrooms.	 The	 previous	 chapter	 has	 foregrounded	 the	




















Previous	 educational	 innovations	 suggested	 in	 this	 book	 will	 prove	 valuable	
structural	 didactic	 and	 pedagogical	 investments	 for	 pupils	 and	 teachers	 alike.	 This	
chapter	 will	 show	 that	 inviting	 a	 war	 veteran	 to	 the	 classroom	will	 be	 no	 exception.	






chapter	 aims	 to	 offer	 support	 to	my	 teacher-reader	 in	 turn.	 During	my	 design	 of	 the	
previous	 literary	 interventions	 and	 their	 effect	 in	 the	 classroom,	 Kate	 McLoughlin’s	
(2011)	tropes	of	war	proved	a	great	asset	to	understanding	the	workings	of	teaching	war	
literature.	Her	theory	applied	in	education	foregrounded	war	narratives’	 ‘autopsy’	as	a	
crucial	 ingredient	 to	 establishing	 ‘credentials’	 with	 its	 pupil	 audience.	 Pupils’	magical	
choices	 from	 The	 Diary	 highlight	 their	 lust	 for	 violence:	 the	 more	 ‘details’	 of	 war	
portrayed,	 the	more	authenticity	 the	narrative	has.	 Imbedding	a	 ‘parrhestiastes’	 in	 the	
form	 of	 a	 journalist	 in	 Vietnam	War	movies	 creates	 similar	 authenticity	 amongst	my	
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students.	 All	 in	 all,	 these	 examples	 underscore	 the	 importance	 of	 the	 literary	 trope	
‘credentials’	in	an	educational	setting.		
This	 chapter	 will	 analyse	 in	 detail	 the	 dynamics	 of	 meeting	 a	 veteran	 in	 the	
classroom	with	the	use	of	Kate	McLoughlin’s	tropes	of	war,	foregrounding	my	role	as	a	
teacher,	 literary	 historian	 and	 educational	 theorist	 in	 equal	measure.	 Doing	 so,	 I	 will	
separate	the	theoretical	wheat	from	the	chaff,	aiming	to	provide	my	teacher-readers	with	





very	 practical	 and	 powerful	 trope	 for	 teachers	 teaching	 war	 narratives.	 But	 what	 of	
‘duration’	or	‘laughter,’	which	faces	the	challenge	of	logic,	a	trope	which	this	chapter	will	




which	 faces	 the	 challenge	 of	 space,	 ‘duration,’	 which	 faces	 the	 challenge	 of	 time,	 and	
‘diversion,’	 which	 faces	 the	 challenge	 of	 language	 (Oostdijk	 2014,	 355;	 McLoughlin	
2011:1-20).	I	have	chosen	to	give	each	of	McLoughlin’s	six	categories	their	own	section	
throughout	the	chapter,	indicating	to	the	teacher-reader	which	tropes	are	at	play	at	any	
given	moment	 in	 the	 text	describing	my	pupils’	meeting	 the	veteran	 in	 the	 classroom.	
Some	of	McLoughlin’s	categories	will	prove	more	lengthily	at	play	than	others,	which	has	
merited	a	 repeated	demarcation,	 sometimes	 in	 succession,	 each	uniquely	modified	 for	






























boys	 Rudolf	 and	 Nicolaas,	 suspecting	 them	 of	 having	 succumbed	 to	 one	 of	 the	 many	
temptations	 the	 Dutch	 capital	 had	 on	 offer,	 on	 their	 way	 to	 the	 university.	 ‘KFC,	 Sir,’	
Hendrik	said,	making	best	of	an	embarrassing	situation,	and	the	entire	group	broke	into	
laughter.	‘What’s	that?	KFC?	Oh	no…’	Turner	replied.	‘Yeah,	KFC,	sir,	probably,’	Hendrik	





Establishing Credentials (Phase I)	
‘Send	guys	 to	war,	 they	come	home	talking	dirty,’	Vietnam	veteran	Tim	O’Brien	
(2015,	77)	writes,	arguing	that	‘if	you	don’t	care	for	obscenity,	you	don’t	care	for	the	truth.’	
Cussing,	 in	other	words,	 is	 the	ultimate	mark	of	a	credible	war	story,	and	Iraq	veteran	
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Brian	 Turner	 starts	 off	 this	 class	 doing	 so	 from	 the	moment	 go.	 As	 I	 have	 previously	
outlined	 in	 this	 book,	 teaching	war	 narratives	 shows	 that	 establishing	 credibility	 as	 a	
writer	 is	a	vital	step	a	war	story	needs	to	make	 in	order	 to	engage	teenage	readers	 to	
experience	the	text.	War	literature,	McLoughlin	(2011,	22)	dictates,	 is	successful	if	 ‘the	
account	in	question	is	salient	and,	crucially,	credible.	McLoughlin’s	theory	of	writing	war	
helps	 understand	why	 for	Brian	Turner,	 this	was	 far	 from	 a	 spring	 outing.	 The	 initial	
anxiousness	in	his	approach	betrayed	the	crucial	question	foremost	in	Turner’s	mind,	as	
he	entered	the	university	classroom	and	met	my	secondary	school	pupils:	‘how	can	I	make	






Anxious	 to	 establish	 good	 rapport	with	my	pupils,	 the	war	 poet	 jumped	 at	 the	
nerve-lifting	bait	that	Hendrik	had	offered	in	the	form	of	laughter.	Much	like	battle	itself,	
my	students	had	looked	upon	meeting	a	veteran	as	‘a	matter	of	deadly	seriousness,’	which	
‘add[s]	 up	 to	 a	 decorum	 of	 war	 writing’	 as	 well	 as	 decorum	 in	 classroom	 behaviour	
(McLoughlin	 2011,	 165).	 Explaining	 why,	 facing	 the	 task	 of	 representing	 war,	 many	
writers	resolve	to	the	use	of	laughter	in	their	literature,	McLoughlin	(2011,	167)	argues	
that	 ‘Kantian	/	Schopenhauerian	incongruity’	and,	 in	 fact,	 ‘Freudian	relief’	plays	a	role.	
Thus	Hendrik’s	incongruous	joke	was	the	most	appropriate	thing	to	do,	facing	what	was	
for	him	an	abnormal	and	intense	situation:	meeting	a	veteran	and	author	of	war	together	
with	his	secondary	school	classmates	and	 teacher	 in	a	university	setting.	Breaking	 the	
decorum,	‘Freudian’	relief	surged	into	the	makeshift	classroom,	yet	not	in	the	least	with	
Turner	himself.	Quick	to	establish	credibility,	laughter	gave	the	combat	poet	the	chance	
to	 prove	 himself.	 In	 war	 literature,	 McLoughlin	 (2011,	 169)	 shows	 us,	 ‘joining	 in	 the	
laughter,	the	reader	is,	to	an	unprecedented	extent,	made	to	feel	the	experience	of	conflict.’	

















travelling	 there	 themselves:	 reading	 Turner’s	memoir	 and	meeting	 the	 veteran	 in	 the	
flesh.	
Establishing Credentials (Phase II) 	
‘What	do	you	guys	know	about	me	so	 far?	War	poet	guy,	wrote	 these	books,’	 a	
somewhat	relaxed	veteran	asks	my	patchwork	pupils.	‘If	you’ve	read	the	book	then	you	





















Scranton	 (2013,	 352)	 argues,	 ‘the	 use	 of	 literary	 texts	 and	 literary	 theory	 to	 draw	
conclusions	and	make	generalizations	about	war.’	As	I	have	shown,	the	role	of	literature	
in	the	history	and	memory	of	war	has	been	part	of	an	on-going	academic,	societal	and	
political	debate,	 especially	 in	an	age	 in	which	 ‘anniversaries	 [of	war]	are	given	a	hard	
sell.’ 172 	Scranton’s	 critique	 of	 McLoughlin	 is	 that	 she	 insists	 on	 ‘read[ing]	 the	 world	
through	literature’	(2013,	352).	His	point	is	that	all	literary	sources,	being	authored,	are	
a	 fallible	 representation	of	 reality.	 Scranton,	 Iraq	veteran	and	author	himself,	 believes	
literature	 fails	 to	 truly	 represent	 what	 (the)	 war	 was	 really	 like,	 grist	 to	 the	 mill	 of	
historians	like	Dan	Todman	and	politicians	such	as	Michael	Gove,	critical	as	they	are	about	
war	 literature’s	 mythmaking	 power.	 Similarly,	 the	 previous	 chapter	 has	 shown	 that	
watching	Vietnam	movies	in	class,	most	of	which	are	categorised	as	‘anti-war,’	does	not	










who	 like	 Roy	 Scranton	 is	 also	 a	 war	 veteran	 and	 author,	 opposes	 his	 argument	











debating	 war	 narratives	 in	 the	 classroom,	 yet	 so	 will	 the	 words	 of	 soldier	 Scranton.	














way	she	did:	 in	everything	Turner	wants	 to	establish	his	credibility.	 ‘Why	should	 [we]	
believe	what	 you	 tell	 [us]?’	 is	 the	question	 that	 is	 crucially	present	 at	 the	 start	 of	 our	
meeting	on	the	part	of	my	pupils	(McLoughlin	2011,	39).	The	poet	needs	to	be	believed,	









book	 about	 the	 women	 in	 your	 life,’	 Hendrik	 asks,	 eager	 to	 probe	 the	 poet	 on	 the	
















































[American]	 Armed	 forces	 has	 evolved	 since	 the	 early	 days	 of	 the	 military,’	 Kristy	 N.	
Kamarck	 (2015,	 i)	 argues.	 Yet	 in	most	 branches	 of	 the	 American	military,	 the	 ban	 on	
combat	roles	for	women	was	lifted	just	a	few	weeks	prior	to	meeting	Turner	(Kamarck	
2015).	 It	 is	 clear	 the	 veteran	 of	 the	 Iraq	war,	 frustrated	 at	what	McLoughlin	 calls	 the	
‘endinglessness’	of	war,	is	fazed	by	the	idea	that	this	young	Dutch	woman	might	go	off	to	
fight	the	same	war	in	Iraq	as	he	did	a	decade	before.176		
Though	 the	 ‘male-dominated	 war	 zone’	 has	 opened	 up	 for	 pupils	 like	 Aagje,	










a	 marginal	 place	 in	 the	 canon	 and	 classroom	 a	 quarter	 century	 later.	 Yet	 with	 the	
exception	of	a	Vietnam	film	such	as	We	Were	Soldiers,	in	which	the	soldiers’	wives	play	an	












poetry	 show	 clear	 and	direct	 fighting	 experience,	 they	 are	 immediately	 and	popularly	
singled	 out	 by	 my	 pupils.	 Though	 Aagje,	 like	 Hendrik,	 is	 critical	 of	 Turner’s	 male	
dominated	narrative	viewpoint,	it	is	his	knowledge	of	war	and	the	guarantee	the	war	poet	
gives	them	as	a	former	eyewitness	to	war	that	his	story	is	close(r)	to	the	truth	about	war	
that	holds	 them	spellbound.	 ‘War	enforces	 categorization	even	as	 it	 forces	encounters	
across	the	boundaries	of	media,	gender,	nation,	and	the	body’	(Peebles	2011,	2),	and	the	
cult	 of	 ‘combat	 gnosticism’	 bears	 part	 of	 the	 blame.	 Back	 in	 the	 classroom,	 Aagje	 has	
skilfully	manoeuvred	herself	 into	the	role	of	 the	veteran’s	psychoanalyst,	an	 intriguing	
move	in	terms	of	authority	in	the	classroom,	forcing	the	warrior	to	concede	there	are	‘not	




















challenge	 is,	 just	 as	 difficult	 as	 keeping	 the	 narrative	 spotlight	 on	 the	 females	 in	 his	
family.178	Though	the	story	upon	first	hearing	might	seem	about	his	mother,	the	focus	in	













Expanding	 beyond	masculinity	 and	war,	 Turner	 tells	 his	 teenage	 audience	 this	
intimate	story	 from	the	 female	 family	home.	Yet,	 contrarily,	 it	 is	a	home	where	war	 is	


























Seductive Details I 	
In	the	poem	‘Here,	Bullet,’	a	favourite	amongst	my	students	prior	to	meeting	its	author,	
























military	 column	 in	 his	 ‘Stryker,’	 the	 narrator	 feels	 he	 is	 a	 cog	 in	 the	 grand	 military	
narrative	 of	 history,	 much	 Like	 Alexander	 the	 Great	 meeting	 the	 Persians	 centuries	
before.	Like	Alexander,	Turner	(2015,	9)	‘rode	on	a	war	elephant,’	 though	the	poet’s	 is	
‘made	 of	 steel.’	 Turner	 likewise	 replaces	 the	 vultures	 of	 antiquity	 with	 ‘Blackhawk	








Seductive Details II & Zones’ Urgency I	
My	 pupils	 crave	 such	 details	 of	 war.	 They	 dislike	 what	 they	 call	 the	 ‘vague’	



















even	 than	 literary	 forbears	 like	Siegfried	Sassoon,	 revealing	 to	my	student	 readers	his	
name:	‘Private	Miller.’	A	century	after	the	anonymous	death	of	Sassoon’s	‘simple	soldier	
boy,’	who	‘put	a	bullet	through	his	brain,’	Miller	‘pulls	the	trigger	to	take	brass	and	fire	
into	 his	 mouth’	 (Sassoon	 1983d,	 119;	 Turner	 2007a,	 119).	 In	 the	 poetic	 tradition	 of	
Sassoon,	who	from	his	brutal	experience	in	the	trenches	of	World	War	I	created	so-called	
‘parrhestiastes,’	or	truth-telling	narrators	of	war	(cf.	McLoughlin	2011,	30),	in	his	poetry,	
Turner	 goes	 a	 step	 further.	 He	 applies	 what	 McLoughlin	 (2011,	 53)	 describes	 as	 the	









In	 an	 effort	 to	 ‘maintain	 an	 aura	 of	 singularity’	 (McLoughlin	 2011,	 30),	 which	









turn	 was	 inspired	 by	 ‘Drummer	 Hodge’s	 grave,	 a	 ‘kopje	 krest’	 under	 the	 ‘foreign	
constellations’	of	South	Africa	(Hardy	1993,	1696-7).	‘Lost	boy	though	he	is	on	the	other	










a	 young	man,	 and	 by	 virtue	 of	 his	 presence	 impossible	 for	 them	 to	 imagine	 him	 as	 a	
casualty	of	war.	The	name	tallying	in	his	poem	‘Eulogy’	allows	my	pupils	to	envision	(this	
aspect	of)	war	better.	Turner	breaks	a	taboo	by	going	beyond	Sassoon’s	 ‘diversions’	 in	














































keep	 on	 talking?’	 he	 asks	 softly,	 but	 the	 question	 proves	 rhetorical	 as	 he	 continues	
tentatively	(B.	Turner	2007a,	30).						
	
Turner:	 ‘I	 could	 describe	 something	 about	 this	 cover.	 Because	 this	 is	 a	
photograph…	But	 it’s	been	doctored	and	changed.	So,	 it’s	me,	 I	had	them	
minimize	me,	so	I’m	smaller	and	in	the	background.	 If	you	 look	here,	 it’s	








and	 they	had	 sandbags	over	 their	heads.	 So,	 the	 three	of	 them	are	here,	
facing	away	from	the	camera	looking	at	me.	And	Jackowski	my	grenadier	is	







biggest	 ‘diversion’	of	all.	 It	 is	significant	that	the	cover	of	 the	selection	of	poetry	 is	not	
what	it	seems,	put	right	out	there	as	if	the	poet	is	warning	his	reader:	search	for	hidden	
clues,	be	aware	and	read	between	the	lines,	go	beyond	the	obvious;	the	details	of	war	and	




to	 write	 about’	 (ibid.).	 Other	 people	 like	 grenadier	 David	 Jackowski,	 who	 took	 the	
photograph	and	sent	it	to	his	former	sergeant	as	a	story	to	tell.	And	although	it	is	an	image	







This	 secret	 something,	 a	 brotherhood	which	has	 lured	 so	many	 young	 into	 the	









trenches	of	Ypres,	 reading	Anne	Frank’s	diary	 and	 taking	 it	 to	 its	 dismal	 and	hitherto	
hidden	end	in	Bergen-Belsen,	and	watching	Vietnam	War	movies	in	class,	at	no	point	did	
any	of	my	pupils	look	away	from	the	‘bad	news’	these	war	narratives	conveyed.	On	the	














for	 these	 empty	 spaces,	 the	 silences	 and	 tensions,	 inconsistencies	 and	 strategies,	
decisions	and	hierarchical	order,	in	other	words,	for	the	economy	of	a	text’	(IJsseling	1986,	
15-19).	 As	 a	 post-Holocaust	 scholar,	 Derrida	 builds	 his	 theory	 on	 Theodor	 Adorno’s	









Speaking	 to	 the	war	poet	has	given	my	pupils	 the	 impression	 that	 there	 is	 still	
something	 lacking	or	missing.	As	 if	 the	 extremities	 of	war,	 its	 darkest,	 perhaps	divine	
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secrets	 are	 not	 told.	 Turner’s	 war	 narratives	 are	 no	 exception;	 the	 absences	 like	 the	
Photoshop	confirm	the	rule.	Like	Derrida,	students	might	develop	a	sixth	sense	for	the	
different	 levels	 in	 texts,	 and	 there	 are	 as	many	 layers	 to	 a	war	 narrative	 as	 there	 are	







the	 significance	 of	 incomplete	 information’	 (McLoughlin	 2011,	 156-8).	 It	 is	 these	
enlargements	that	allow	my	pupils	to	truly	engage	with	the	text,	motivating	them	to	go	a	
step	further	through	the	creative	gateway	which	the	spaces	in	these	‘pathos	formula’	texts	










the	 ‘margins’	 of	 his	 text.	 Given	 that	 ‘experiencing’	 the	 text	 is	 crucial	 to	 literary	
understanding	 (Herder	 2018,	 35-39),	 empathy	 with	 the	 characters	 is	 an	 essential	
pathway	to	developing	‘envisionments’	of	literary	worlds	and	crucial	in	the	development	
of	understanding	others	(J.	Langer	2011,	10).	What	follows	is	that	the	sublime	lies	in	the	
















had	been,	 for	 the	 second	 foreign	attack	on	American	 soil	 in	United	States’	 history	has	
certainly	proven	a	catalyst	for	perpetual	global	violence.	They	were	toddlers	during	the	
9-11	terror	attacks,	the	ensuing	War	on	Terror	fought	out	in	Iraq	and	Afghanistan	dragged	
on	 throughout	 the	 decade	 and	 remained	 a	 permanent	 news	 fixture	 during	 their	
childhoods.	 The	military	 presence	 of	 coalition	 forces	 included	more	 than	 7500	 Dutch	
soldiers	in	Iraq	and	close	to	4500	in	Afghanistan,	where	the	Dutch	army	has	been	part	of	






Hendrik:	 ‘Well	 we’ve	 all	 read	 your	 book	 so	 maybe	 that’s	 altered	 our	
perspective	of	war.’		
Turner:	‘maybe,	maybe,	yeah…’	












It	was	 clear	 to	 everyone	 in	 the	 classroom	 that	my	 pupils	were	 not	 giving	 Turner	 the	
answers	he	was	expecting.	Little	by	little,	the	poet	was	losing	his	patience	with	them.	He	
had	 asked	 a	 generation	 for	 whom	 that	 war	 reverberated	 throughout	 their	 early	
adolescence	what	images	they	had	of	the	Iraq	war,	his	war.	‘Abu	Ghraib’	clearly	was	not	
one	of	 them.	What	picture	 they	had	were	 those	of	 ‘Jihadi	 John,’	British	 citizen	 and	 IS-











So	many	pictures	 of	war	 playing	 their	 violent	 film	on	 the	 retinas	 of	my	pupils’	


















like	…	 for	 Iraqis	who	 lived	 through	 that	 time,	 that	 image	 is	 the	one,	you	
know?	We	have	a	whole	 generation	of	 Iraqi	people,	 several	 generations,	
who	will	live	beyond	my	lifetime,	and	they’ll	be	in	your	lifetimes,	and	you	
















Turner’s	 own	 words.	 Creating	 testimonies,	 for	 example,	 might	 facilitate	 empathy,	
including	as	Turner	envisioned	a	better	understanding	of	 Iraqis	 like	 their	 fellow	pupil	
Sara,	but	also	of	future	marines	like	Aagje.		
Diversions Advertency III	








pupils	 the	 freedom	 to	 determine	 both	 the	 significance	 of	 the	 absent	 and	 the	 creative	
opportunity	to	fill	in	this	empty	space	individually	and	collectively.	Yet	it	was	becoming	
progressively	clear	during	class	that	Turner	would	not	allow	them	this	freedom.	He	was	
prone	 to	 tell	 an	 anti-war,	 cautionary	 tale	 which	 was	 not	 heard,	 not	 appreciated,	 not	
understood	or	ignored	by	my	pupils.	The	war	poet	is	eager	not	to	be	part	of	a	particular	
‘renarrativization’	of	the	Iraq	War,	to	quote	a	concept	by	Marita	Sturken.	He	presses	upon	
my	pupils	 that	he’s	no	 ‘John	Wayne,’	 a	Hollywood	hero	saliently	 synonymous	with	his	
alter-ego	Sgt.	 John	M.	 Stryker.197	Turner	pointed	a	 trembling	 finger	at	 the	 cover	of	his	





Wayne	 guy.	 There	 were	 people	 that	 took	 war	 trophy	 photos.	 I	 think	
Jackowski	was	more	documenting	the	moment.	He	thought	it	was	a	strong	










protests,	 counter-cultural	 withdrawal,	 mutinies	 within	 the	 armed	 forces	 and	 political	
assassination,’	 many	 feared	 the	 Abu	 Ghraib	 prison	 scandal	 would	 have	 similar	
consequences	 (Westwell	 2006,	 58).	 Yet	 the	world	 had	 learned	 its	 cynical	 lesson	 from	






was	 finally	 assassinated,	 ‘it	was	 young	 people	who	were	 celebrating	 in	 United	 States’	









as	 ‘essential,’	 bordering	 on	 glorious,	 including	 films	 that	 rescript	 traumatic	 military	













War,	or	 a	 squashed	beetle	 in	a	 cellar’,	 Siegfried	Sassoon	 (1930,	225-6)	wrote	nearly	a	
century	 earlier,	 and	 thus	 Margje,	 by	 word	 of	 the	 war	 poets,	 underscores	 one	 of	 the	
universal	truths	about	war:	 it	 is	a	bloody	business.	Arguably,	 this	generation	of	pupils,	
more	used	to	war	and	violence	as	the	backdrop	to	their	young	lives	than	many	generations	
before	 them,	 could	well	 be	 suffering	 from	 ‘empathy	 fatigue’	 (Dean,	 2004,	 1).	 ‘But	war	










Aagje:	 ‘Maybe	 the	whole	 thing	of	war	 isn’t	 strange	 to	us	but	 the	 specific	












truths’.	 They	 fluctuate	 backwards	 and	 forwards	 ‘between	 sincerity	 and	 irony,	
deconstruction	 and	 construction,	 apathy	 and	 affect,’	 their	 pendulum	 swinging	 from	 ‘a	
kind	 of	 informed	 naivety,’	 to	 ‘a	 pragmatic	 idealism,’	 and	 even	 ‘a	moderate	 fanaticism’	
(ibid.).	In	short,	the	pupils	the	war	poet	was	addressing	with	such	exasperation	were	the	
epitome	of	a	 ‘meta-modernist’	generation.201	Children	born	during	 the	 ‘memory	boom’	


























in	 time	 and	 space,	 given	 it	 the	 urgency	 of	 the	warzone,	 lending	my	 pupils	 a	 sense	 of	
heightened	alertness	and	significance.		













Excerpts	 like	 these	convey	to	my	pupils	a	sublime	state	of	hypertension,	 ‘a	short-lived	
feeling	 of	 terror	 and	 delight,	 of	 pleasurable	 pain’	 (Binney	 2015).	 These	 feelings	 of	














result,	 they	were	acting	with	heightened	awareness,	so	different	 to	 their	behaviour	on	
normal	schooldays.		
Zones’ Urgency IV & War’s Duration III	
I	had	experienced	an	increased	vigilance	with	pupils	before,	on	the	yearly	field	trip	
to	Ypres	 I	 had	organised	 for	over	 a	decade,	 and	also	with	Fast	 Lane	English	 students,	
visiting	the	Scottish	battlefields	of	Culloden	and	Bannockburn.	Most	intense	to	date	was	
the	field	trip	following	the	footsteps	of	Anne	Frank,	taking	pupils	to	witness	the	ending	to	
her	 story	 in	 concentration	 camp	 Bergen-Belsen.	 On	 these	 occasions,	 pupils’	 ‘singular	
vividness’	was	palpable,	their	‘special	consciousness’	heightened	to	such	an	extreme	that,	
empathy	overflowing,	 tears	were	oftentimes	 inevitable.	 ‘Kairos’	Frank	Kermode	(1967,	
46-47)	 calls	 these	 ‘point[s]	 in	 time	 filled	 with	 significance,	 charged	 with	 a	 meaning	
derived	from	its	relation	to	the	end’.	Their	experiences	on	these	 ‘sites	of	memory’	and	
‘mourning’	(Jay	Winter:	2010)	were	so	intense	they	left	a	mark	on	their	minds	long	after	
their	 visit. 203 	My	 pupils’	 heightened	 senses	 caused	 their	 perception	 of	 time	 to	 shift,	
slowing	down	and	speeding	up	at	once.	McLoughlin	(2011,	107)	explains	that	‘wartime	is	









the	 veterans	 have	 experienced	 and	 what	 my	 pupils	 fathom	 to	 understand	 but	 miss.	
‘Sometimes	you	wanna	fight	so	bad	just	to	pass	the	time,’	specialist	Kyle	Steiner	says	in	
Korengal,	the	sequel	to	Restrepo,	explaining	a	soldier’s	desperation	at	the	boredom	of	his	




chopper,’	 it	 is	 the	 ‘first	 thing	 you	 hear	 in	 a	 fire-fight.’205	Though	 terror-inspiring,	 the	
soldiers	 of	 Restrepo	 agree,	 once	 they	 have	 heard	 that	 ‘crack’	 there’s	 no	 way	 back.	
McLoughlin	(2011,	114)	argues	that	‘a	common,	if	unexpected,	feature	of	warfare	[…]	is	






This	 much	 glossed-over	 taboo	 surfaces	 in	 the	 war	 writing	 I	 have	 put	 on	 my	
























the	 one	 aspect	 of	 Brian	 Turner’s	 presence	 that	 is	 foremost	 on	my	 pupils’	 voyeuristic	
minds,	in	their	craving	to	‘learn	things	they	could	not	know;	to	be	presented	with	alien	

















best-know	 poem	 ‘The	 Hurt	 Locker’	 and	 retelling	 all	 the	 ‘hurt’	 of	 his	 Iraq	 War,	 its	









that	 horror	which	 he	 so	warns	 against.	War’s	 terror	 is	 its	 sublimity,	 the	 adrenaline	 it	
provides	a	potent	drug.	For	my	pupils,	opening	the	lid	to	the	reality	of	it	is	the	raison	d’être	
of	them	being	there,	‘in	the	suck’	of	this	tailor-made	class.		




























the	 veteran’s	 ‘diversions.’	Naming	 Iraqi	 names,	 the	 poet	 is	 once	more	 establishing	 his	












ploys	 in	 the	 text.	 For	 as	 this	 chapter	 has	 shown,	 some	 tropes	 are	 more	 elusive	
(‘diversions,’	 and	 ‘duration’)	 than	others	 (‘credentials,’	 and	 ‘details’),	 especially	 on	 the	
cognitive	level	of	pupils,	which	underlines	that	its	primary	use	is	for	my	teacher-reader.	
Unravelling	the	tropes	for	pupils,	therefore,	requires	the	subjective	reading	of	teachers,	a	
time-consuming	 but	 potentially	 rewarding	 enterprise.	 Tropes	 such	 as	 ‘duration’	 often	
remain	 too	 theoretically	 elusive	 for	 pupils	 to	 understand,	 and	 teachers	might	well	 be	
stretched	to	reignite	their	potential	power	in	a	lesson	involving	war	narratives.	Yet	my	
own	struggle	to	make	sense	of	my	pupils	meeting	a	veteran	in	the	classroom	shows	that	













that	 shortly	 after	 the	 visit	 of	 the	 veteran	 to	 the	makeshift	 classroom,	 I	 had	 vowed	 to	
integrate	war	narratives	from	the	Iraq	War	and	the	War	on	Terror	into	my	curriculum.	
Here	was	a	live	war	story	once	again	weaving	its	violent	way	into	my	pupils’	lives	via	their	
mobile	phone	news	 feeds.	Brian	Turner	 feelings	of	 guilt	 evoked	by	his	 sense	of	 illegal	
presence	 as	 a	 soldier	 occupying	 a	 foreign	 land,	 a	 country	 which	 he	 had	 grown	 to	
appreciate	and	love	for	its	beauty	and	its	people,	had	been	made	very	clear	to	my	pupils	
on	his	visit	to	Amsterdam.	Shaken	by	the	poet’s	appeal	to	my	pupils	for	empathy	with	a	
generation	 of	war-torn	 Iraqis,	 I	was	 seeking	ways	 to	 involve	 this	 entire	 generation	 of	
pupils	 into	 the	 larger	 dialogue	 on	 war	 in	 our	 day.	 With	 the	 news	 of	 the	 first	 bomb	


































































readers	 as	 to	 his	 true	 identity	 and	 legitimacy	 as	 spokesperson	 for	Baghdad’s	 bombed	
citizens	(Katz,	in	Pax	2003,	ix-xiii).	My	pupils	commented	that	Pax’s	rendition	of	the	war	





nine	 B52	 bombers	 have	 left	 the	 airfield	 in	 Britain	 and	 are	 flying	





























What	was	missing	 is	authenticity,	urgency	and	agency.	 I	had	not	engaged	 these	
pupils	with	this	war,	the	Iraq	war.	No	link	was	made	between	the	present	and	then,	too	
much	had	I	thought	the	Iraq	War	of	the	Bush	decade	to	be	synonymous	to	their	day	and	
age	 as	 that	 war	 amalgamated	 into	 their	 war,	 the	 perpetual	 War	 on	 Terror.	 No	




death	 in	Bergen-Belsen.	Too	much	had	 I	 relied	on	 the	 contemporary	 form	of	 the	blog,	
winning	them	over:	it	did	the	opposite.	Poetry	was	more	popular	than	prose	and	blog,	its	
short	 form	 lending	 itself	perfectly	 to	 classroom	use,	 especially	when	coupled	with	 the	
urgency	 of	 MH17,	 the	 centenary	 commemoration	 and	 debate	 surrounding	 the	 use	 of	




In	 short,	 I	 had	 neglected	 to	 sufficiently	 engage	 their	 reading	 motivation	 by	
supporting	students’	autonomy,	activating	their	intrinsic	interests	and	addressing	their	
social	motivation	(Van	Steensel,	Van	der	Sande	and	Arends	2017).	Voicing	their	critique	













Furthermore,	 they	 felt	 Turner	 had	 diverted	 them	 from	 the	 truth	 of	war	 by	 his	








forever.	 It	was	 then	that	 I	 realised	what	was	 the	second	answer	 to	Turner’s	rhetorical	
question,	and	the	great	mistake	I	had	made.	War	entered	the	classroom	every	day,	not	just	
via	newsfeeds	and	literature:	this	class	like	many	at	my	school	had	refugees	in	its	midst,	




experience,	 one	 not	 shared	within	 the	 school’s	 broader	 community.	 ‘Education	 serves	
both	individual	and	public,	societal	interests,’	the	Dutch	Educational	Council	concluded	in	
their	 report,	 arguing	 that	 tailoring	 too	 much	 to	 pupils’	 individual	 needs	 puts	 social	






































thrown	 a	 couple	 of	 hundred	 metres	 where	 I	 was	 walking,	 suddenly	
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It	 was	 the	 ‘performative	 act’	 that	 I	 had	 been	 seeking	 which	 would	 make	 Pax’	 and	
Riverbend’s	blogs	relevant	to	my	pupils’	lives	as	well	as	foreground	their	experience	as	
refugees,	 and	 thus	weave	 their	memory	 into	 the	 collective	memory	 of	 her	 generation	
(Felman	1995,	56).	For	education,	Felman	(ibid.)	argues,	should	not	be	interested	in	‘new	
information’	 but	 rather	 in	 the	 way	 pupils	 ‘transform	 themselves	 in	 function	 of	 the	
newness	of	that	information.’	My	refugee	pupils’	blogs	above	were	a	case	in	point.	More	
than	 any	 other	 form,	 blogs	 allow	 the	 ‘intertwining	 of	 the	 process	 of	writing	with	 the	
process	of	reading,’	that	allows	it	to	become	the	‘dynamic	communicative	space’	that	it	is	
(Gupta	2011,	177-8).	Formerly	interpreted	as	its	great	disadvantage,	letting	pupils	react	
to	 Riverbend	 and	 Pax	 in	 their	 own	 way	 is	 now	 turned	 around	 to	 their	 advantage.	
Intrinsically	and	socially	motivated	as	they	were	to	learn	about	their	classmates’	war,	my	
pupils	were	given	fresh	stimulation	to	read	Pax’s	blogs	in	a	different	light	by	mirroring	
them	 with	 their	 classmates	 and	 their	 own	 creative	 writing.	 Adapting	 the	 goals	 of	
command	to	broaden	the	reactions	to	war	in	our	day,	I	asked	every	student	in	this	class	
to	write	their	own	war	blog,	addressing	their	individual	autonomy	within	the	group,	thus	
completing	 the	 four	 motivational	 pillars	 set	 out	 by	 Van	 Steensel,	 Van	 der	 Sande	 and	
Arends	(2017,	3-13).	
	
























































































“We…are…at…war.”	Words	 I	had	spoken	at	 the	start	of	each	schoolyear	ever	since	 the	



































	 Using	Warburg’s	 theory,	 this	 book	 has	 shown	 how	 teachers	 can	 empower	war	
narratives	 beyond	 their	 form,	 embedding	 them	 in	 the	 curricula	 of	 the	 21st-century	
classroom	 via	 a	 variety	 of	 innovative	 literary	 interventions,	 and	 in	 doing	 so	 defining,	
maintaining	 and	 preserving	 memory.	 Though	 these	 literary	 interventions	 are	 purely	
qualitative,	I	had	the	benefit	of	experiencing	the	effect	of	these	cultural	energy	stores	in	
the	 classroom	 as	 I	 watched	 how,	 once	 again,	 they	 drove	 my	 pupils	 into	 a	 state	 of	
heightened	 awareness.	 Poised	 and	 receptive,	 the	 experienced	 teacher-reader	 will	
instantly	confirm	that	however	quantitatively	immeasurable	this	educational	condition	
is,	 it	 is	 the	 ideal	 situation	 to	 find	 a	 class	 in.	 “I	 can’t	 go	 there	 again,”	 Alberta	 suddenly	
exclaimed.	For	Alberta,	having	been	forced	to	re-sit	the	exam-year,	the	field	trip	to	Ypres	
the	year	before	triggered	a	violent	‘prosthetic	memory’	(Landsberg	2004),	as	‘nonwitness’	






	 I	 am	aware	 that	drawing	general	 conclusions	 from	my	qualitative	 research	will	
raise	 immediate	 questions	 with	 regards	 to	 their	 quantitative	 measurability.	 Recent	
quantitative	research	into	the	effects	on	pupils	reading	skills	when	applying	literary	task	
	 240	
have	 shown	how	difficult	 it	 is	 to	 extract	 clear	 results	 (Elisabeth	 Lehrner	 –	 te	 Lindert,	





	 Meanwhile,	 although	 Alberta	 had	 clearly	 not	 ‘forgotten	 yet,’	 shuddering	 at	 the	
thought	of	a	return	to	the	ancient	battlefields,	“when	are	we	going,	sir?”	was	the	question	





former	 pupil,	 her	 Ypres	 seasoned	 classmate	 Alberta.	 Force-fields	 eager	 to	 prove	 war	












non-witness	 of	 Bergen-Belsen	 and	 Ypres;	 the	 lure	 of	 violent	magical	moments	 in	war	
narratives	such	as	The	Diary;	their	blind	acceptance	of	‘combat	gnosticism’s’	authenticity,	






This	 is	why	 the	 force	 fields	 understandably	 seek	 out	 the	 last	 stronghold	 of	 collective	







mourning	 and	 inviting	 a	 veteran	 to	 the	 classroom.	Applied	 in	 classes	 like	Alberta	 and	
Ceylin’s,	 filled	 with	 pupils	 of	 all	 denominations	 and	 political	 preferences,	 literature	
provides	the	educational	anchors	for	teachers	to	become	the	authorities	on	memory	that	











	 Back	 in	 the	 classroom,	misinterpreting	 their	 first	 reaction	 to	 the	war	 literature	












been.	 The	 hitherto	 non-existent	 literary	 interventions	with	which	 this	 generation	 has	
engaged	 have	 shown	 that	 literature	 can	 establish	 gateways	 to	 citizenship,	 develop	
individual	Bildung	and	create	empathy	with	pupils	in	the	language	classroom.		
	 Moreover,	 Bertus	 and	 Ceylin’s	 primary	 reaction	 uncovered	 another	 aspect	 to	
pupils’	growing	awareness	of	living	in	a	‘climate	of	war:’	their	lack	of	innocence.	No	shock	
and	awe	for	these	teenagers,	as	Jupiter	hurled	his	lighting	‘across	a	clear	blue	sky,’	in	the	





skies	 of	 their	 childhood,	 ‘making	 the	 air	 gasp’	 (Heaney	2004)	was	 the	downing	of	 the	






















years	of	experience	as	a	scholar	and	a	 teacher	bring	 these	conflicting	worlds	 together,	
making	me	aware	that	my	students	and	I	were	also	at	the	helm	of	defining	the	memory	of	
war,	 myself	 by	 my	 choice	 of	 war	 narratives	 for	 the	 curriculum,	 my	 pupils	 by	 their	
narrative	preferences.	Consistently	applying	my	research	to	 the	classroom	on	the	go,	 I	
analysed	the	initial	disaffected	reaction	of	this	latest	batch	of	recruits	I	was	teaching	at	
the	 moment	 of	 writing	 and	 mirrored	 it	 with	 the	 available	 academic	 critique.	 The	
Schierbeek	intervention	emulates	my	very	first,	when	I	addressed	the	downing	of	flight	
MH17	in	class	by	putting	Dutch	poet	Laureate	Vegter’s	poem	‘MH17’	on	the	curriculum,	
which	 triggered	 their	 memory	 and	 emotion	 considerably,	 and	 readied	 them	 for	
engagement	 with	 Siegfried	 Sassoon’s	 poetic	 question,	 asking	 my	 war-bent	 pupils	 a	








‘empathy	 fatigue’	 (Dean	2004),	 these	war	poems	had	not	been	reduced	to	 ‘memorable	
epigrams’	(Rawlinson	2007),	‘sapp[ed]	of	their	power’	(Kendall,	2013)	and	neither	had	
they	or	did	they	read	them	‘slackly’	(Graham	1984),	as	academics	suspect	is	the	effect	of	































affairs	 and	 societal	 concerns	 such	 as	 racism,	women’s	 rights,	 or	 the	 environment,	 for	
instance.	I	invite	teachers	to	draw	from	these	literary	interventions,	to	design	their	own	








contribute	 significantly	 to	 pupils’	Bildung,	 whilst	 at	 the	 same	 time	 facilitating	 a	more	
central	role	for	literature	and	reading,	a	skill	that	has	been	losing	steady	ground	at	both	
secondary	 and	 primary	 schools.	 As	 a	 teacher-scholar,	 I	 am	 well	 aware	 that	 the	










	 Every	 single	 literary	 intervention	 I	 designed	 in	 the	 course	 of	writing	 this	 book	
coincided	with	 commemoration	 and	 calamity,	 and	 this	 year	 was	 no	 exception.	 It	 is	 a	




and	commemorate.	This	book	 shows	how	 teachers	need	 to	hold	on	 to	 these	moments	
when	they	occur	and	connect	it	to	canonical	and	non-canonical	multimodal	literature	in	
their	 classrooms.	 Combining	 three	 roles	 at	 all	 times,	 McLoughlin	 as	 method	 in	 hand	
(literary	 historian),	 armed	 with	 Biesta	 to	 fuel	 my	 educational	 vision	 (educational	
theorist),	 and	with	 the	daily	practice	 to	 intervene	 in	 (teacher),	my	 teacher-reader	has	
followed	me	through	the	chapters	of	my	exploratory	quest	to	propose	how	the	literature	
curriculum	 ought	 to	 be	 renewed	 at	 Dutch	 secondary	 schools	 and	 beyond.	 Taking	 ‘the	
beautiful	 risk’	 (Biesta,	 2013),	my	qualitative	 approach	has	 led	 to	 the	design	of	 a	wide	
variety	of	multimodal	literature	curricula	with	a	series	of	interventions	or	tasks	at	their	
core,	to	provide	temporal	anchors	to	address	war	in	the	classroom.	These	I	have	marked	
out	 clearly	 for	 the	benefit	 of	 time-pressed	 teachers	 to	draw	upon	 in	 their	 ambition	 to	






pinpointing	 to	my	pupils	 that	 they	are	currently	 living	 in	what	Huyssen	(1995)	calls	a	







literature	 to	 provide	 the	 ideal	 gateway	 tools	 to	 lessons	 on	 citizenship,	 value	 driven	
education	 with	 a	 specific	 focus	 on	 conflict,	 I	 used	 McLoughlin’s	 tropes	 and	 Biesta’s	
educational	 vision	 to	 arm	myself	with,	 in	 a	 literary	 historical	 analysis	 of	World	War	 I	
poetry,	its	potential	in	the	21st	century	classroom	and	its	contribution	to	the	invention	of	
tradition.	The	detailed	analysis	of	 the	history	of	anthologising	World	War	 I	poetry	has	
shown	 that	 education	 has	 left	 a	 defining	 mark	 on	 what	 we	 regard	 as	 the	 canon	 and	











answers	 might	 well	 be	 different	 from	 what	 the	 force-fields	 expected.	 For	 students’	
engagement	with	war	poetry	has	shown	that	‘it	remains	unclear	whether	war	sweetens	






















potentiality	 of	 literature’s	 power	 in	 the	 classroom	 lie	 outside	 the	 classroom.	 Selecting	






















attracts	and	 lures	 teenagers,	making	a	 lasting	mark	upon	their	memories.	 It	 is	 the	 ‘ur-
terror’	of	Owen’s	gas-attack	 in	 ‘Dulce	et	Decorum	Est’	 as	well	as	 the	deeply	 imbedded	
terror	 of	The	Diary	 uncovered	via	 the	 in-class-intervention	 I	 had	 set	 them:	my	pupils’	
selected	magical	moments.	The	end	product	of	the	out-of-class	interventions,	a	short	film-
diary	ending	to	The	Diary	documenting	their	own	eastward	journey	and	visit	to	Bergen-
Belsen,	 created	 a	 ‘prosthetic	 memory’	 (Landsberg	 2004)	 with	 my	 pupils,	 shining	 a	









the	 appeal	 to	 education	 to	 formulate	 answers	 to	 crises	 and	 gain	 a	 certain	 control	 on	
calamity	are	urgent.	The	boundaries	between	the	zones	of	war	and	peace	were	getting	
more	 and	 more	 blurred	 in	 my	 pupils’	 lives,	 and	 I	 wanted	 to	 research	 the	 further	






with	 pupils,	 especially	 with	 cognitively	 and	 culturally	 diverse	 Havo-classes.	 Because	
economic	backgrounds	differ	 just	as	widely,	choosing	film	got	pupils	as	closely	as	they	
could	 to	 seeing	 a	 battlefield	 as	 their	 peers	 in	Vwo.	 I	meant	 to	 offer	 a	 low	budget	 and	
broadly	applicable	educational	literary	intervention	to	my	teacher-reader.	Again,	like	any	





as	 one	whole	 task	 in	 three	 separate	 parts:	 ‘pre-task,’	 raising	 consciousness	 activities,	












course	 had	 offered	 extra-curricular	 possibilities,	 opening	 up	 the	 English	 literature	
curriculum	 to	 (war)	 movies,	 and	 established	 gateways	 to	 citizenship	 and	 Bildung.	










	 Despite	 the	benefits	of	 the	multimodal	Vietnam	war	movie	curriculum,	opening	
gateways	to	citizenship	to	a	wide	variety	of	pupils	with	differing	cognitive,	social,	ethnic	
and	economic	backgrounds,	there	had	been	something	missing.	The	passionate	student	
output	of	 an	 interview	with	a	Vietnam	veteran	showed	me	what:	 facilitating	an	extra-
curricular	event	such	as	this,	like	visiting	a	site	of	memory	and	mourning,	sparks	off	an	
invaluable	 lasting	memory	and	creates	a	 living	pupil	testimony.	Combined	with	pupils’	
unremitting	 thirst	 for	 the	secrets	of	war,	 they	had	pried	open	 the	hurt	 locker	by	 their	
analyses	 and	 composition	 of	 war	 poems,	 their	 exacting	 reading	 of	 a	 war	 diary,	 their	
	 250	
foregrounding	of	film	scenes	of	war,	and	their	visits	to	sites	of	memory	and	mourning.		
Inviting	a	veteran	 to	 the	classroom	would	 foreground	 these	dynamics	once	more.	The	
legacy	of	a	visit	to	the	classroom	of	a	war	poet,	memoirist	and	veteran	of	the	Iraq	War,	
was	to	bring	both	the	smell	of	war’s	blood	into	the	Dutch	classroom	as	well	as	the	sweat	
of	 future	 soldiers	 like	 Aagje	 wishing	 to	 quench	 it.	 Chapter	 five	 has	 shown	 that	 the	
literature	 class	where	my	pupils	were	 to	meet	 a	war	 veteran	was	 an	 inclusive	 one.	 It	
established	intergenerational	empathy	within	the	Dutch	classroom	between	pupils	that	
were	not	just	torn	apart	by	different	racial	and	social	backgrounds,	but	by	a	cruel	Dutch	











with	 (writers	 of)	 war	 narratives,	 I	 have	 presented	 a	 structured	 and	 detailed	 use	 of	
McLoughlin’s	(2011)	tropes	of	war	upon	meeting	a	veteran	in	the	classroom,	aware	as	I	
was	 that	 the	practical	outcome	of	applying	 these	 in	class	had	been	slightly	haphazard.	
Some	tropes	prove	more	elusive	(‘diversions,’	and	‘duration’)	than	others	(‘credentials,’	
and	‘details’),	especially	on	the	cognitive	level	of	pupils,	which	underlines	that	its	primary	


















interventions	outlined	 here	will	 have	 to	 be	 designed	 to	 suit	 each	 and	 every	 singular	
teacher,	class,	setting	and	occasion.	All	these	curricular	innovations	do	not	offer	a	one-
size-fits-all	solution.	More	than	anything	else,	teachers’	and	pupils’	individual	creativity	
needs	 to	 be	 called	 upon	 to	 either	 adapt	 their	 existing	 curricula	 or	 create	 new	 ones.	
However,	 every	 one	 of	 the	 ten	 interventions	 has	 integrated	 such	 teacher	 and	 pupil	

















memories.	 ‘Wars,’	 indeed,	 ‘don’t	 end’	 as	 Ondaatje	 (2018)	 surmises,	 conflict	 pouring	





starting	 point	 of	 my	 research	 and	 this	 book.	 Foremost,	 confidence	 had	 replaced	 my	
anxiety.		





(war)	 narratives	 from	 the	 armoury	 of	 cultural	memory	 by	 adding	 them	 to	 classroom	
curricula.	Arguably	 the	most	 tangible	 result	 of	my	 research	 is	 that	 the	popularity	 and	
success	of	literary	interventions	like	these	that	I	have	outlined	in	this	book	have	led	to	the	
realisation	 of	 a	 custom-designed	 classroom	at	my	 school.	 It	 has	 a	 library	 filled	with	 a	
plethora	of	multimodal	war	narratives	to	draw	from	as	a	teacher	searching	ways	to	teach	
war	trauma	and	Holocaust.	It	has	a	stage,	wardrobe	and	smartboard	ready	to	facilitate	
pupils’	 own	 tasks	and	 testimonies,	 the	art	pupils	 create	 from	 the	ashes	of	 their	newly	
acquired	artificial	limbs.	Further,	the	interventions	in	the	classroom	have	led	to	the	design	
of	 two	 war	 literature	 curricula	 for	 Havo	 and	 Vwo	 upper-level	 pupils,	 the	 so-called	
‘Taalwijs2.’222	This,	in	turn,	has	led	to	my	heading	of	a	professional	learning	community	















started	 from	 the	 belief	 that	 ‘if	 our	 species	 can	 be	 said	 to	 have	 a	 soul,	 it	 lives	 in	 the	
humanities’	 (Wilson	 2014,	 185).	 It	 stems	 from	 the	 belief	 that	 I	 could	 draw	 upon	my	
practical	 experience	 in	 the	 classroom	 and	 expertise	 as	 a	 literature	 scholar	 and	 put	
something	as	fragile	as	a	war	poem	on	the	curriculum	in	finding	answers	to	address	war,	




literature,	 foregrounding	 it	 as	 a	 key	weapon	 in	 the	hands	 of	 teachers	 battling	 society,	








advice	 to	 foreground	 teaching	 citizenship	 values	 at	 secondary	 school	 level	 is,	 at	 the	
moment	 of	 writing,	 taken	 a	 step	 further	 by	 a	 group	 of	 teachers,	 teacher-leaders	 and	




























not	 just	 for	 those	A-level	 students	 in	preparation	of	university,	 but	 also	 for	 the	Havo-
stream.	 Their	 confidence,	 self-esteem	 and	 respect	 for	 each	 other	 was	 significantly	





real	 veterans’	 autopsy,	 such	 as	 the	 narratives	 of	 Vietnam	 veteran	 Tim	 O’Brien	 or	 the	







	 Recent	 research	 by	 Pisa	 has	 indicated	 that	 reading	 skills	 amongst	 teenagers	
continue	to	decline.	Dutch	secondary	school	pupils	score	especially	negatively	amongst	





war	 poetry	 of	 Sassoon	 and	 Owen,	 a	 source	 of	 frustration	 to	 certain	 politicians	 and	
historians,	 yet	 the	 centenary	 anthologies	 did	 not	 do	 so	 themselves.	 Furthermore,	
‘understanding	 how	 the	 authorial	 obfuscations,	 misrepresentations	 and	 deliberate	
decoys’	in	war	literature	work,	is	an	‘act	of	good	citizenship,’	Kate	McLoughlin	(2011,	20)	
rightly	 claims.	Yet	 in	a	bid	 to	 separate	 the	 theoretical	wheat	 from	 the	 chaff,	 aiming	 to	















content.	 I	 am,	 of	 course,	 aware	 that	 time	 presses	 ever-heavily	 on	 teachers,	 and	 that	
drawing	from	the	tasks	in	this	book	is	more	easily	said	than	done.	A	war	poem,	however,	













this	 book,	 I	 wish	 to	make	 a	 series	 of	 recommendations	 to	 the	 force-fields	 of	 science,	








researchers.	 These	 will	 prove	 the	 ideal	 place	 to	 disseminate	 the	 theory	 and	 literary	





Pierre	 Nora	 explains,	 ‘the	 principal	 places	 or	 sites	 in	 which	 memory	 [is]	 rooted,’	
(Landsberg	2004,	6).	An	obligatory	field	trip	to	a	place	of	memory	and	mourning	needs	to	
be	 added	 to	 the	 so-called	 ‘kerndoelen’	 (core-goals)	 of	 Dutch	 education.	 Top-down	
governmental	 funding	 both	 essential	 and	 egalitarian,	 the	 extra	 financial	 impulse	 will	
enable	all	school	denominations	to	participate,	regardless	of	a	school	population’s	wealth	









classroom	 in	many	 guises.	 The	 classroom	example	 above	 shows	 the	 cynical	 ease	with	
which	 a	 teacher	may	 choose	 from	 the	 events	 of	 conflict,	 in	 this	 case	 the	 rise	 of	 anti-
	 257	
Semitism,	 extremist	 views	 culminating	 in	 violence.	 The	 challenge	 lies	 in	 selecting	 the	














fades	 and	 ‘social	 obligation	 is	 carried	 out	 by	 our	 digital	 networks	 and	 prostheses’	
(Hoskins	 2011,	 19).	 Pupils’	 testimonial	 war	 literature	 tasks	make	 up	 such,	 prosthetic	


































































































































































































































































































































































































Lesnik-Oberstein,	 Karín.	 2002	 ‘Essentials:	 What	 is	 Children’s	 Literature?	 What	 is	


























































































































































































































































































































































































































6	I	was	 amongst	 the	 first	 of	 36	 teachers	 to	 receive	 a	 grant	 from	 the	Dutch	Ministry	of	
Education	to	be	able	to	do	research	and	continue	teaching.	Its	goals	are	to	let	the	
daily	 teaching	 practice	 benefit	 directly	 from	 teachers’	 research,	 strengthen	 ties	







































































































































































after	World	War	 I,	 though	a	permanent	place	 for	soldier	poetry	had	been	 fixed.	



























































80	The	 self	 named	 group	 the	 ‘Semi-Matured’,	 or	 task-team,	 consisted	 of	 OSG	 students	











































































































































































































































































































































































































which	 relentlessly	 pushes	 daily	 narratives	 of	 conflict	 into	 their	 everyday	 reality:	 the	
poetry,	 films,	 blogs	 and	 songs	 of	 the	 wars	 we	 continue	 to	 wage,	 celebrate,	 and	
commemorate.	This	book	proposes	how	secondary	school	teachers	can	overcome	their	
anxieties	 about	 discussing	 sensitive	 topics	 such	 as	war	 in	 the	 classroom.	 Rather	 than	
ignore	these,	it	is	important	for	the	teacher	to	foreground	these	calamities	and	connect	
them	to	canonical	and	non-canonical	multimodal	literature	in	their	classrooms.	









is	 the	only	valid	reaction	to	and	 interpretation	of	war,	and	that	 teachers	are	 largely	to	
blame	for	this.		This	book	shows	how	teachers	can	empower	themselves	vis-à-vis	the	force	
fields’	 influence	by	 accepting	 the	 central	 role	 they	play	 in	maintaining	 and	preserving	
society’s	collective	cultural	memory.		
	 Teachers	 have	 an	 obligation	 to	 overcome	 their	 anxiety	 to	 act	 and	 engage	with	
humanity’s	violent	past	and	present.	This	dissertation	will	help	them	to	do	so.	Though	its	
focus	is	on	English	literature,	this	book	is	also	valid	for	teachers	of	other	subjects,	such	as	
Dutch,	French,	and	German	 language	and	 literature,	and	 to	a	 lesser	extent	history	and	
social	 sciences.	 It	 is	 an	 answer	 to	 the	 widespread	 and	 urgent	 call	 for	 value-driven	
education.	It	is	vital	that	its	design	happens	within	existing	disciplines,	instead	of	creating	









This	dissertation	suggests	a	multimodal	approach	to	 literature	 in	 the	classroom	




and	 literature	 teachers	 in	 the	Netherlands.	However,	 this	book	 shows	 that	 a	different,	
more	creative	and	expansive	design	of	the	(language)	curriculum	is	urgently	needed,	to	
rise	up	to	the	increasing	demands	upon	teachers,	and	the	challenge	of	involving	society’s	
pressing	 issues	 of	 citizenship	 at	 schools,	 as	 well	 as	 being	 forerunner	 to	 the	 general	
curricular	overhaul	 in	the	Netherlands.	This	book	is	aimed	to	function	as	a	flywheel	to	





have	 been	marked	 out	 clearly	 in	 the	 subsequent	 chapters	 of	 this	 dissertation	 for	 the	
benefit	of	 the	time-pressed	teacher-reader	to	draw	upon	in	their	ambition	to	establish	
versatile	 and	 up-to-date	 literature	 curricula	 themselves.	 Concretely,	 I	 have	 applied	 an	
array	of	 literary	 interventions	 in	 the	upper	year	classes	of	Dutch	secondary	education,	
aimed	at	pupils	of	16	and	above	in	their	penultimate	or	final	year	at	secondary	school.	In	







as	 formulated	 in	 the	 conclusion.	This	 is	meant	 to	 serve	as	a	guideline	 for	 the	 teacher-
	 301	
	
reader	 of	 this	 book	 in	 their	 ambition	 to	 design	 their	 own	 literary	 interventions.	 This	
dissertation	 aims	 to	 motivate	 teachers	 to	 explore	 similar	 pathways,	 such	 as	 taking	
students	 on	 excursions	 to	 Ypres,	 venturing	 away	 from	 Owen	 to	 more	 diverse,	 non-
canonical	war	poetry	 in	the	classroom	(chapter	2),	moving	beyond	Anne	Frank’s	diary	
and	visiting	Bergen-Belsen	with	pupils	(chapter	3),	or	as	inspiration	to	putting	Vietnam	












react	 to	 war	 narratives	 they	 are	 introduced	 to.	 The	 wide	 variety	 of	 qualitative	
interventions	 described	 in	 this	 book,	 for	 different	 classes,	 using	 different	 forms	 and	
genres	of	war	literature	form	hypotheses	about	their	effect	in	the	classroom.	With	these,	
this	dissertation	hopes	to	invite	future	quantitative	research.		
	 Chapter	 two,	 ‘Canonisation	 in	 the	 Classroom:	 Inventing	 Tradition,’	 outlines	 the	
first,	tentative	and	intuitive	step	in	the	classroom	I	made	involving	the	downing	of	flight-
















	 Chapter	 three,	 ‘Finding	Anne	 Frank,’	 outlines	 how	Anne	Frank’s	The	Diary	 of	 A	
Young	Girl	has	moved	and	might	still	move	beyond	its	time	and	form	in	the	classroom.	The	
Diary,	much	like	the	war	poetry	of	Sassoon	and	Owen,	is	a	crucial	and	dominant	text	in	
Holocaust	 literature,	 especially	 in	 education.	 Using	my	 position	 as	 a	 scholar	 amongst	






narrative	 themselves	and	discussing	 this	 in	peer-to-peer	group	sessions,	 strengthened	













field	 institutions	 as	 they	 did	 in	 my	 class,	 these	 students	 were	 implicitly	 pleading	 for	
Bildung,	 as	 I	 argue.	 This	 is	why	 I	 opted	 for	 the	most	 direct	 visual	 confrontation	with	





links	 to	 citizenship.	 The	 intervention	 makes	 something	 happen;	 these	 rebellious	
teenagers	 started	 to	 become	 engaged.	 The	 Vietnam	War	 movie	 course	 offered	 extra-
curricular	possibilities,	opening	up	the	English	literature	curriculum	to	(war)	movies,	and	














































shows	 that	 shown	 that	 more	 than	 any	 other	 place,	 the	 classroom	 allows	 for	 canon	
formation,	selecting	lesser	known	(war)	narratives	from	the	armoury	of	cultural	memory	
by	adding	them	to	classroom	curricula.	Though	my	focus	is	purely	on	war	literature,	my	
qualitative	model	 allows	 for	 easy	 thematic	 shifts	 to	 other	 pressing	 topics	 such	 as,	 for	
instance,	racism,	gender	or	climate	change.	Moreover,	I	explain	how	my	(English)	teacher-
reader	may	 integrate	 Dutch	 literature	 (in	 translation)	 in	 the	 curriculum.	 The	 literary	
curricular	 suggestions	 are	 not	 only	 multimodal	 and	 interdisciplinary.	 Furthermore,	 I	
show	 how	 visiting	 the	 battlefields	 and	 places	 of	 memory	 and	 mourning	 allows	 even	
further	 cross-curricular	 enterprises	with	 subjects	 such	as	History,	Geography,	 and	 the	
Arts.		
	 Having	 shown	 the	 immeasurable	power	of	 literature,	 foregrounding	 it	 as	 a	 key	
weapon	 in	 the	 hands	 of	 teachers	 battling	 society,	 science	 and	 politics’	 problems,	 this	
disseration	is	an	emphatic	plea	to	stop	cutting	and	start	investing	in	the	Humanities.	This	
book	 shows	 it	 is	 necessary	 to	 reclaim	 the	 ever-growing	 lost	 territory	 with	 regard	 to	














The	 ten-step	 intervention	 is	 intrinsically	 connected	 to	 the	 state	 of	 the	 Humanities	 at	
universities,	and	it	has	political	ramifications.	Teachers	need	to	be	facilitated	to	develop	
literary	 language	 tasks	 with	 clear	 ties	 to	 delicate	 subjects	 the	 force	 fields	 of	 science,	
politics	 and	 society	wishes	education	 to	deal	with,	Holocaust	 and	War	being	 the	most	
necessary	amongst	these	issues.	These	tasks	will	prove	a	vital	asset	in	the	battle	against	
the	 sharp	 decline	 in	 teenagers	 reading	 literature	 and	 their	 general	 reading	 skills.	







Pierre	 Nora	 explains,	 ‘the	 principal	 places	 or	 sites	 in	 which	 memory	 [is]	 rooted,’	
(Landsberg	2004,	6).	An	obligatory	field	trip	to	a	place	of	memory	and	mourning	needs	to	
be	 added	 to	 the	 so-called	 ‘kerndoelen’	 (core-goals)	 of	 Dutch	 education.	 Top-down	
governmental	funding	is	both	essential	and	egalitarian,	for	the	extra	financial	impulse	will	
enable	all	school	denominations	to	participate,	regardless	of	a	school	population’s	wealth	
or	 educational	 level.	 This	 in	 itself	 is	 an	 act	 of	 good	 citizenship	 and	 gives	 concrete	
opportunity	to	address	the	‘sensitive’	issues	at	school.	Furthermore,	its	frame	will	allow	
teachers	to	win	over	their	sense	of	anxiety	to	address	such	contention	issues,	whereas	a	
realising	 a	 broad	 national	 implementation	 will	 give	 rise	 to	 peer	 consultancy	 and	
conferencing.	 It	 will	 allow	 a	 variety	 of	 secondary	 school	 subjects	 to	 structurally	











that	will	 allow	 them	 to	 reflect	 and	 come	 to	 terms	with	 the	 subject	 at	hand,	 as	well	 as	
empower	them	in	their	blossoming	role	as	future	citizens.	This	is	why	it	is	essential	for	
schools	 and	 teachers	 to	 create	 curricula	 that	 include	 the	 creative	 design	 of	 pupils’	
products.	Their	testimonies	cannot	be	underestimated.	This	book	advises	to	awaken	the	
creative	 and	 thoughtful	 force	 of	 pupils,	 our	 future	 global	 citizens.	 In	 times	 of	war,	 art	
should	be	the	first	thing	on	humanity’s	mind,	and	if	not	in	the	mind	of	our	past	and	present	
leaders,	then	in	those	of	the	future,	the	pupils	of	today.	
	
